Charles De Marescot | Barthélemy Trille Labarre | New Chamber Music with Guitar

GUITAR FOUNDATION OF AMERICA

A P E E R- R E V I E W E D J O U R N A L O F G U I TA R S T U D I E S

We gratefully acknowledge our donors who have so generously supported us.*

PHILANTHROPIST

PRODIGY

ASSOCIATE

The Augustine Foundation

VIRTUOSO

Contrastes Records
Crown of the Continent
Guitar Festival
Mel Bay Publications
Stringletter

BENEFACTOR

PATRON
ANGEL

Joannge Castellani &
Michael Andriaccio Charitable Trust
Jeff Cogan
Guitar Salon International
Thomas F. Heck
Kinecta Federal Credit Union
Richard Long
Jack Sanders
Rick Sara
Nadim Taleb

DONOR

The Aaron Shearer Foundation
Jeff Corrigan
Peter Danner
Mark Delpriora
Alex Fardon

FAN

Isabella Abbonizio
Vahe Agopian
Kerry Alt
Olga Amelkina-Vera
Sean Beavers
Arnie Brown
Olivia Chiang
Garrett Curtis
John Dearman
Matt Denman
Laudoe Djoenaidi
Michael Farber
Bob Ferguson
Thibaut Garcia
Brian Geary
Cindy Gibney

Soundboard
SCHOLAR

2 018

Lute Society of America
Strings by Mail

Michael Gluzman
Greg Gordon
Christopher Gotzen-Berg
Vijay Lynne Gupta
Michael Hackman
Christoph Harlan
Searru Jimmy
Maria Gachupin Jones
Michael Jones
Kenneth Kam
John Kennard
John Kizzie
Igor Lichtmann
Bob Lied
Michael Lorimer
Joe Magrady
Manley Mallard
Erik Mann
John Martin
Jeanne Masters
Lynn McGrath
Laura Morales
Arthur Ness
Morris N. Nilsen
Nemanja Ostojic
Kim Perlak
Yitong Qian
John Ramstead
Luis Sanchez
Connie Sheu
Hsiaowen Shih
Meng Su
Robert E. Stebbins, Luthier
Paul Sweeny
Nikita Taylor
Elizabeth Venegas
Jeremy Waldrip
Jan Wouters
John Wunsch

S o u n d b o a r d S c h o l a r N o. 4

Brian and Tamera Hays
D’Addario Foundation
Los Angeles Guitar Academy
Mancina Family Trust
Savarez

Gwenyth Taylor Aggeler
Heidi Aggeler
Augustine Amato
William Ash
William Bay
Dave and Dru Binney
Steven Bornfeld
William Bracer, MD
Robert Bullock
Clare Callahan
Murray Case
Michael Casher MD
Rochelle Chartier
Tim Christenson
Rick and Debbie Cox
Bruce T Donehower
Eric Dussault
Francis Forte
Christopher Freitag
Russell Gaj
Pam Gerken
Daniel Green
Timothy John Havranek
Brian Head
Rick Hibbard
Lou V. Johnson
Ross Jones
William Kanengiser
Pamela Kimmel
Petar Kodzas
Norbert and Bonnie Kraft
Robert Lane
Andre E Lanz
Gary Lee
Randy Leff

Patricia Lending
Maple Street Guitars
Martha Masters
Stephen Mattingly
Jeffrey McFadden
Anna van Mourik-Maddox
Nancy Neiderman
Jerzy Orkiszewski
Richard Osborne
Pacific Life Foundation
Manuel Padilla
Sarah Pollack
George R. Pleat
Paul Reilly
Eric Schallen
Richard Schriber
Bill Scott
David Starobin
Marc Teicholz
Waddy R. Thomson
Otto Tolonen
Mike Walsh
Rene Walterbos
Jeffery Wilt

G U I TA R FO U N DAT I O N O F A M ER I C A

Sheldon Urlik

Joseph and Kathleen Mayes
Guitar Solo Publications
Bryan Johanson
Helene Rottenberg
Stephen Waechter

Donor Categories: PHILANTHROPIST—$75,000 and above | VIRTUOSO—$25,000 and above | MAESTRO—$10,000-$24,999
PRODIGY—$7,500-$9,999 | BENEFACTOR—$5,000-$7,499 | PATRON—$3,000-$4,999 | ANGEL—$1,000-$2,999
DONOR—$500-$999 | ASSOCIATE—$100-$499 | FAN—$1-$99
*List current for period: August 1, 2017—August 1, 2018

No. 4 | 2018

Hungry-For-Knowledge Scholars
Will Devour This Book
A Collection of Fine Spanish Guitars
From Torres to the Present
Second Edition By Sheldon Urlik
A rigorous documentation of 82 historical and precious classical and flamenco
guitars from the author’s collection, spanning the “modern” era from Antonio
de Torres’ masterpieces of the mid-nineteenth century, including Tárrega’s
rosewood Torres classical guitar, to the present.
Guitars exist to make music. Their measure includes their sounds, now captured
on three accurate CDs, included with the book. Listeners can compare the
guitars’ voices, recorded in book order, and discern even subtle differences.
This meticulous book is printed and hand-bound with care and premium
materials resulting in a handsome volume with crisp visuals and a
pleasing tactile feel for enjoyable reading for generations to come. A
library quality, hardcover, 224-page book.

Each guitar’s chapter contains an insightful
essay and extraordinary, color photography.

Topics, such as José
Ramírez I’s legacy.

An Eastman
education forges
the highest levels
of artistry and scholarship
with deep musicianship skills and
entrepreneurial savvy. Eastman graduates
emerge as leaders in their respective
disciplines, have created their own
professional opportunities, and are
shaping the future of music.
■ Bachelor’s, master’s, and doctoral

degrees in guitar performance
and literature

This book is packed with
photographic details.

Pages of tabulated
diagrams and data.

Translated documents.

“This book is an invaluable reference, offering
vital details and a masterfully produced 3CD set of
beautiful music played on masterpiece guitars. Not
to be missed.”
Jonathan Kellerman
Best selling novelist and author of “With Strings Attached”

Insights: Effect of
Tárrega’s smoking on
his guitar.

Presenting this book
to Pope Francis for the
Vatican Library.

“This volume provides a resounding reason why we
still need books. It is a pleasure to hold, read, study,
and return to frequently. Whatever you do this year,
please take time to include this book in whatever
library you possess.”
Bryan Johanson with permission
of the Guild of American Luthiers, www.luth.org

$164.95 including USPS media shipping in the US.

At many instrument sources or visit our website to order: www.SunnyKnollPublishing.
To order by phone, call 323-243-3788

■ Master’s and doctoral degrees

in early music performance

For application information visit

esm.rochester.edu/admissions

NICHOLAS GOLUSES
Professor of Guitar

PAUL O’DETTE

Professor of Lute
and Director
of Collegium Musicum

A P E E R - R E V I E W E D J O U R N A L O F G U I TA R S T U D I E S

Soundboard
SCHOLAR

GFA Board of Trustees
Stephen Mattingly, Chair
Stephen Aron
Sean Beavers
Joanne Castellani
Mark Delpriora
Alex Dunn
Eric Dussault

Stephen Goss
Julian Gray
Nathaniel Gunod
Bryan Johanson
William Kanengiser
Petar Kodzas
Frank Koonce

Randall Leff
Richard Long
John Olson
Helene Rottenberg
David Tanenbaum
Marc Teicholz

GFA Executive Committee
Martha Masters, President
Brian Head, Artistic Director
Jeff Cogan, Vice President
Pam Gerken, Vice President-Treasurer
Robert Lane, Vice President-Secretary

GFA Staff

Ryan Ayers, Advertising Manager, Vendor Expo Manager
ads@guitarfoundation.org
Colleen Gates, Publications Art Director
cgates@guitarfoundation.org
Brian Geary, Convention Manager
bgeary@guitarfoundation.org
Michael Kagan, Tour Director
Artistic Director, International Ensemble Competition
mkagan@guitarfoundation.org
Ebaa Khamas, Operations Administrator
ekhamas@guitarfoundation.org
Martha Masters, Artistic Director,
International Concert Artist Competition
marthamasters@guitarfoundation.org
Lynn McGrath, Artistic Director, International Youth Competition
regionals@guitarfoundation.org
Connie Sheu, General Manager
csheu@guitarfoundation.org
GFA website: guitarfoundation.org
GFA archives are housed at CSU Northridge.
Visit: guitarfoundation.org

GFA Membership

Annual dues include a subscription to Soundboard and Soundboard
Scholar and are $60 ($45 for students); first class delivery is available
for an additional $12 ($14 to Canada, $25 to all other international
locations). Single issues may be purchased for $12. Digital downloads
of Soundboard back issues are available at guitarfoundation.org.
Membership inquiries and questions regarding lost or missing issues
should be directed to GFA Membership: info@guitarfoundation.org.

Editorial Staff

General Editor: Thomas Heck | SbS@guitarfoundation.org
Book & Score Review Editor: Richard Long,
10905 Ridgedale Rd., Temple Terrace, FL 33617
SbSPrintRev@guitarfoundation.org
AV Media Review Editor: Ellwood Colahan,
Music and Performing Arts Librarian, Newman Center 440,
University of Denver, 2344 E. Iliff Ave., Denver, CO 80208
SbSMediaRev@guitarfoundation.org
Art Director: Colleen Gates | cgates@guitarfoundation.org
Peer Review Committee:
Walter Clark
William Krause
Peter Danner
Richard Long
Anthony Glise
Robert Trent
Other reviewers may participate based on their areas of expertise.
Music typesetter:
Eugene Cormier | eugene.cormier@gmail.com
Directions for Contributors: Prospective authors are invited to
contact the Soundboard Scholar General Editor, who will make
a preliminary review of the proposed work. For detailed guidelines,
see the Soundboard Scholar tab on the GFA website.
Books, scores, and media should be scholarly in character.
Please mail review copies to the appropriate Editor at the address
above. Items sent but not selected for review cannot be returned.
If print space is insufficient, reviews may be copublished online at
the discretion of the Editors.
Soundboard Scholar is published annually by the Guitar Foundation
of America (GFA), a non-profit 501(c)(3) educational and literary
organization, devoted to furthering knowledge of and interest
in the guitar and its music. All gifts are deductible for income
tax purposes. The opinions expressed in the pages of Soundboard
Scholar are those of the authors and do not necessarily reflect
the opinions of the Editors, the Board of Trustees, or the GFA
Advisory Board.
ISSN 2380-2235. Copyright ©2018
by the Guitar Foundation of America, Inc. All Rights Reserved.
Guitar Foundation of America
P.O. Box 2900 | Palos Verdes Peninsula, CA 90274
Phone (877) 570-1651
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LETTER
FROM THE EDITOR
by Thomas Heck
Last year we put out a call for scholarly reviews and
they began to appear, thanks primarily to Richard Long’s
efforts. You may notice a quantum leap in the number
of AV (CD and video) reviews in the current issue,
thanks to the initiative of our new AV Review Editor,
Ellwood Colahan (Univ. of Denver). He can be reached
at SbSMediaRev@guitarfoundation.org. Our print
review (books, scores) editor, Mr. Long, can be reached
at SbSPrintRev@guitarfoundation.org. Submission
guidelines are at www.guitarfoundation.org/page/
SubmissionsSbS.
The co-publishing of supporting documentation on the
GFA website, about which I speculated in the introduction
to SbS 1 (2015) and which became a reality with SbS 2
(2016), has continued apace with SbS 3 (2017) and the
current fourth volume (2018). Many other scholarly
journals are using websites now to accommodate color
illustrations, facsimiles, figures and essays that might
otherwise be too large or expensive to print. As to the
question of feedback (i.e. “Letters to the Editor”), we may
all want to think in terms of an online forum for the sake
of timeliness if a controversy erupts. So far there has not
been a need for one, but we hope to be responsive if the
need is felt.

About Soundboard Scholar 4

Much scholarship lately has been focused on la
guitare en France, in part because of France’s remarkable
documentation of the guitar’s passage from a five-course
instrument in the late 1700s to a six-string one in the
early 1800s. France being adjacent to the two countries
which were the driving forces in defining the Baroque
and Classical instrument-types, Spain and Italy, Parisian
music publishers came to play a unique role in tracking the
evolution of the guitar’s notation from tablature to standard
notes on a treble-clef staff.
Our first feature article, in fact, is about the (until now)
obscure guitarist Charles de Marescot, who gave posterity
the satirical print series La Guitaromanie. Its hand-colored
lithographs depict aspects of the guitar frenzy that seized
the Parisian public in the late 1820s. Spanish contributor
Damián Martín’s original research brings Marescot’s life and
works into clearer focus than ever before.
Our second feature article is about a French five-course
guitarist, Barthélemy Trille Labarre (1758-1797), saved
from historical oblivion thanks to Swedish scholar Kenneth
Sparr. Trille Labarre (T–L) lived in hazardous, revolutionary
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times in France, when anyone accused of royalist sympathies
might have his or her hair parted by the guillotine. Probably
this situation caused T–L to emigrate to Boston around
1791-93, where he became a successful theater musician and
music teacher. His most important legacy may well be his
comprehensive Nouvelle Méthode pour la Guitare, exclusively
for a five-course instrument, which he published in the years
1788-1791. Once in America, T-L became best known as
a pianist and composer; he never returned to the guitar,
regardless of how it was strung or tuned.
The reviews in this issue of SbS explore much of the
terrain uncovered by the feature articles, and are especially
focused on music for voice and guitar. The Spanish political
and military songs identified by Jeffery await nothing more
than imaginative performances, while Confalone’s book on
Schubert and the guitar (for those who read Italian) espouses
some fresh perspectives on the questions already raised.
The CD review-article by Nathan Cornelius focuses on
chamber music with guitar, as do some of the titles reviewed
by Ellwood Colahan. My personal favorite AV experience
reviewed in this issue, however, is the video lecture series
by Prof. Christopher Page.

Cover Illustration

It was in about 1828-29 that Parisian guitarist and
publisher Charles de Marescot brought before the public a
short collection of his easier solo guitar pieces entitled La
Guitaromanie. It was enhanced with six unpaginated satirical
lithographs, of which the most memorable one (“Discussion
entre les Carulistes et les Molinistes”) appears on this issue’s
cover. Readers are welcome to review the publication details,
found in the accompanying article by Damián Martín. See
his text between footnotes 16 and 17. A complete digital
copy of the Guitaromanie collection, represented as being
in the public domain, was posted during the preparation of
this issue at the Petrucci Music Library at: imslp.org/wiki/
La_Guitaromanie_(Marescot%2C_Charles_de).
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FEATURE
THE GUITARIST BEHIND LA GUITAROMANIE: Charles de Marescot
By Damián Martín

in his article “Les
Guitaristes,” includes
Marescot in his list of the
most famous guitarists of
the period:

Figure 1

Almost all classical guitar enthusiasts and scholars are
familiar with the amusing, satirical lithograph entitled
Discussion entre les Carulistes et les Molinistes (Figure 1). It
is one of the six illustrations published in La Guitaromanie,
a small book of simple guitar pieces (rondos, waltzes, etc.)
brought out in 1829 by Charles de Marescot.1
Until recently little was known about the life of this
admittedly obscure composer, mainly because none of the
music dictionaries of the time took note of him.2 The first
reference to Marescot in print seems to be in the Revue et
Gazette musicale No. 40 (1842), where Henri Blanchard,
1 The full title is LA GUITAROMANIE, Recueil de Rondeaux, Valses, Contredanses,
Chasse, Fanfare, Polonaise, Marches, Bolero, Sonatine, Air varié et Préludes d’une
exécution brillante, Composés par C. de MARESCOT (Paris: chez l’auteur, s.d.).
This and other selected Figures from this article are copublished as PDFs, in color
when possible, at www.guitarfoundation.org/page/SbS04. A complete copy of LA
GUITAROMANIE, assumed to be in the public domain, is available through the
Petrucci Music Library at <http://imslp.org/wiki/La_Guitaromanie_(Marescot%2C_
Charles_de)>.
2 Marescot is not mentioned by F. J. Fétis in his Biographie Universelle des Musiciens
et Bibliographie Générale de la Musique (Brussels,1833-1844), where the best known
guitarists of the period appear. Nor is he mentioned in more recent guitar reference
books such as P. J. Bone, The Guitar and Mandolin: Biographies of Celebrated Players
and Composers for These Instruments (London, 1914; Reprint edition, 1972) or in J.
Zuth’s Handbuch der Laute und Gitarre (Vienna, 1926 R/1972).
3 “Au nombre de ceux qui ont beaucoup écrit pour la guitare, qui ont publié des
méthodes ou qui n’ont fait que des accompagnements, if faut citer Ferdinand Carulli,
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Among those who have
written a lot for the guitar,
who have published
methods or who have only
made accompaniments, we
must mention Ferdinand
Carulli, Molino, Gatayes,
Joly, Porro, the two
Meissonniers, Marescot,
Pastou, but especially
Juliani [sic], Legnani and
Luis de Call, who have
written a great many works
for this instrument, that is,
concerts, serenades, duets,
trios, quartets, quintets,
sextets, etc., etc., etc.3

The Diccionario de Guitarristas by Domingo Prat
(Buenos Aires, 1934) appears to be the first reference book
to include Marescot. As fate would have it, his last name is
misspelled (Marecot) and his given name is not mentioned
at all. Prat cites as his source an article titled “La Guitarra,”
published in 1843 in the Anfión Matritense, a Madrid-based
music magazine, where Marescot was mentioned in the
company of some other notable guitarists.
In addition, Marescot is mentioned several times in
connection with his famous Discussion lithograph in La
Molino, Gatayes, Joly, Porro, les deux Meissonnier, Marescot, Pastou, mais surtout
Juliani [sic], Legnani, et Louis de Call, qui ont énormément écrit pour cet instrument,
c’est-à-dire concertos, sérénades, duos, trios, quatuors, quintettes, sextuors, etc., etc.,
etc.”
4 Mario dell´ Ara, “Luigi, Valentino e Francesco Molino,” il Fronimo, No. 50 (1985):
14–43. This topic is also treated briefly by Matanya Ophee in an article published
online, “A Short History of the use of the left-hand thumb” (2008) http://www.
guitarandluteissues.com/LH-Thumb/lh-thumb.htm (accessed February 18, 2016).
There is also some information in Richard Long’s sleeve notes of the CD CarulliMolino. Guitar Concertos, Philips CD 426 263-2, ©1990, The Academy of St. Martin
in the Fields with Pepe Romero (Guitar).
5 Erik Stenstadvold, An Annotated Bibliography of Guitar Methods, 1760-1860
(Hillsdale, NY and London: Pendragon Press, 2010).

Guitaromanie,4 his methods,5 some of the techniques he
exhibits in his Méthode de Guitare (1825),6 and his activity
as a music publisher in Paris,7 but no serious study on the
life and musical production of the author exists.
The essential piece of evidence which helps us to trace
the family background of this unknown guitarist appears
on the title page of his Traité analytique des principes de la
musique, Op. 6a (Paris, 1822), dedicated to Lieutenant
General Count of Marescot “par son Neveu” (by his
nephew) Charles de Marescot (see Figure 2).8 This shows
that our guitarist was related to one of the most important
military officers in France at the time, Comte Armand
Samuel de Marescot (1758-1832).9
This fact enables us to reconstruct some of the chapters
in Marescot’s life and to sketch a first biography, albeit with
many lacunae, of the author of La Guitaromanie.

1790, birth

Charles de Marescot was born in early December 1790
in the small town of Douai in the far north of France.10
His parents, Charles Honoré Victor Marescot (born 1760)
and Bonne Augustine Joseph Denis (born 1770), were not
married at the time, but in their marriage certificate of 21
December 1792 they acknowledged having a son who had
been baptized two years earlier, on 11 December 1790,
under the full name of Augustin Charles Joseph. However,
our guitarist would later refer to this as the date of his birth,
so it is not clear whether this actually was the date of his
birth or of his baptism.
The marriage act gives the father’s profession as “officier
au Corps du genie” (officer of the engineering corps).
However, only a year later, in 1793, his father died, leaving
a widowed young mother and two children: Charles and his
sister, Anne Julienne, born in this same year.
We know next to nothing about Marescot’s childhood
and youth, but many years later the death certificate of
his wife Julienne Henriette informs us that she was “veuve
de Charles-Augustin de Marescot, ancien officier du
génie” (widow of Charles-Augustin de Marescot, former
engineering officer), as shown in Figure 3.11 So it seems that
Marescot was initially trained in the same profession as his

6 Danielle Ribouillault, La Technique de Guitare en France dans la Première Moitié du
19e Siècle. Ph.D. diss. (Paris: Université de Paris Sorbonne, 1980). There is also some
information in Pascal Valois, Les Guitaristes Français entre 1770 et 1830. Pratiques
d’Exécution et Catalogue des Méthodes. Ph.D. diss. (Québec: Université Laval, 2009).
7 There is a brief entry on Marescot in Cecil Hopkinson, A Dictionary of Parisian
Music Publishers, 1700-1950 (New York: Da Capo Press, Inc., 1954/R 1979), but
curiously the standard treatise on music publishers in France during the period here
studied, Dictionnaire des Éditeurs de Musique Français (Paris: Minkoff, 1979-1988) by
Anik Devriès and François Lesure, has no reference to him.
8 Traité analytique des principes de la musique avec un procédé nouveau pour transposer
dans tous les tons sans le secours des clefs, Composé & dédié à Monsieur le Lieutt. Général
Compte de Marescot Pair de France, Grand-Croix de la Légion d’Honneur, Commandeur

Figure 2: Reduced title page of Traité Analytique. . . (Paris: Mme.
Cuchet, 1822). A larger reproduction in color is copublished at
www.guitarfoundation.org/page/SbS04.

Figure 3: Detail of the death certificate of Julienne Henriette
Bathilde Boutault de Russy la Seignerie at the Côtes-d’Armor
Archives (Dinan, December 20, 1873).

father and his famous uncle, Armand Samuel.
It is possible that the family of Marescot somehow
took care of the widowed mother and her children and that
Bonne Augustine moved to Vendôme (Loir-et-Cher) to
stay there with her in-laws; the Marescot family belonged
to the upper classes of society so they would have had the
de l’Ordre Royal & Militaire de St. Louis par son Neveu Charles de Marescot.

9 See the online biography of Count Armand de Marescot at https://www.

frenchempire.net/biographies/marescot/
10 For more information on the family background of Marescot, see Etienne Pattou,
“Famille(s) de Marescot” http://racineshistoire.free.fr/LGN/PDF/Marescot.pdf
(accessed January 10, 2018), which presents the family tree of Marescot from 1565 to
1830 approximately.
11 She died in Dinan (France) on 19 December 1873, at the age of 72. In the death
certificate she is listed as having been 75 years old, but clearly this is an approximate
age, perhaps because she died alone.
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CHARLES DE MARESCOT:

(cont.)

economic means to support them. In any case it is quite
clear that Charles de Marescot was connected to Vendôme
and to his family there in several ways. After all, his own
marriage and the birth of his son took place in that town.

1816, Marriage.

At the age of twenty-five, on 1 February 1816, Charles
de Marescot married Julienne Henriette Bathilde Boutault
de Russy la Seignerie in Vendôme. His young wife was just
a teenager, born on 30 January 1801 in Limoges (HauteVienne). The marriage took place just two days after she
reached the legal age for marriage, which at that time was
15 years, and their first child was born exactly 8 months
and 27 days after the wedding. It is not clear what the social
status of this girl was; curiously, her father is not referenced
in the marriage certificate, which may raise questions as to
her legitimacy.
In this document Marescot claims to be born on
December 11, 1790, in Douai. It is significant that the
spaces for profession and place of residence have been
left blank, so we cannot know what he was doing at the
moment or if he actually lived in Vendôme. It is also
interesting that when filling in the data Marescot explicitly
claimed that he was the fils majeur (eldest son) of his father,
indicating that he had at least one brother or sister.
Four people were listed as witnesses: Jean Sandral
de Beauregard, 68 years old, chevalier of the royal and
military order of Saint Louis, friend of the husband; Charles
Eléonore Pierre de Salmon, 59-year-old former cavalry
officer, friend of the husband; Louis Pierre Paul Mereaux,
notary, 59 years old, friend of the wife, and Claude […,
illegible] Beau, teacher of 49 years, friend of the wife, all of
whom were residents of Vendôme (see Figure 4).
The fact that the two witnesses for the husband lived
in Vendôme and were linked to the army may imply that
Marescot was also living in that town and also working as
an engineering officer, as previously suggested.

If indeed Marescot grew up in Vendôme, it is possible
that he would have received lessons or at least had some
contact with one or more of the Vendôme residents whose
names appear in the list of subscribers of the Nouvelle
Méthode Complette [sic] pour Guitare or Lyre by Francesco
Molino (Paris, 1817), of whom the majority were military
officers of the Cuirassiers d’Angouleme, a cavalry unit of the
French army. The subscribers M. Biot, M. de Guissac, M.
Demeroua, M. de Bouefiua and M. Regues are listed as
being of this unit, while a certain M. Deflacey is listed as a
chevalier, and a M. Rivaud as an amateur.
Marescot had at least one son, Charles Henri Erneste
Honoré de Marescot, born on October 28, 1816, in
Vendôme.12 There is also a report of a child with the exact
same name born in Paris on March 16, 1818, which might
indicate that either the first son died and the second child
was named after him (something quite unlikely), or, more
likely, that there had been an error in the listing and that
this is the actual date of death of the first son.13 It may
be significant that on the birth certificate of his first son,
Marescot is mentioned as “demeurant en cette ville” (residing
in this town) while this space was left blank in his marriage
certificate.14

1817-1834, Paris.

As seen earlier, it is not clear where Marescot was
residing during his childhood and adolescence. He could
have been anywhere, coming back to Vendôme for the
wedding and the baptism of his child. But from 1818 on,
entries about Marescot began to appear in the Bibliographie
de la France (hereafter abbreviated BF), which suggests
that he had settled in Paris sometime before that, perhaps
by 1817, in order to have time to launch his publishing
business. All his compositions and editions during this
period are linked to the French capital. During his time in
Paris, Marescot operated from several addresses:

Rue du Cherche-Midi, No. 24 (1818-ca. 1821).

This is the first known address where he conducted
business. It was listed for the first time in BF on 9 May 1818
in reference to his Op. 2a, Fantaisies, Allemandes, Polonaises,
suivies d’une Valse avec Douze Variations d'un Doigté facile et
brillant pour Guitare. Here Marescot is credited with being
the publisher.

Figure 4: Extract, showing the signatories of the marriage
certificate of Charles de Marescot and Julienne Henriette
Bathilde Boutault de Russy La Seignerie. Loir-et-Cher Archives
(Vendôme, February 1, 1816).

Rue des Grands-Augustins, No. 19 (ca. 1821-1823).

12 I am indebted to Mr. Stevan Bellette at the Archives départementales d’Eure-et-Loir

14 I would like to express my gratitude to Mme. Nathalie Pfister from the Patrimonial

for finding the birth certificate and complete name of the son of Marescot.
13 Société Filae SA, Cercle familiar de Augustin Charles Joseph de Marescot,
http://www.filae.com (accessed February 12, 2018).
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It is not clear when Marescot moved to this new address,
but his Op. 5, Deux Rondeaux et une Sonate Concertante pour

Service of the Bibliothèque Municipale in Lille for helping me decipher some of the
words in the birth certificate.

Guitare, published by Mme. Cuchet, states that the piece
might be had “chez l’auteur profr. de guitare et de chant,
rue des gds augustins Nº 19.” Since his Op. 6a was listed
in BF in April 1822, this work could have been printed
that same year or in 1821. Although there are some entries
for him as a publisher, it seems that from 1818 until 1823
Marescot devoted himself mainly to composing music for
other publishers. He tried his luck with Montgery (Douze
valses pour guitare, Op. 3), Hentz Jouve (Ouverture de la
Caravanne, la Valse de la Reine de Prusse, la Tyrolienne, la
Hongroise, etc, Op. 4), Carli (Fantaisies allemandes polonaises,
Op. 2b), and with the aforementioned Mme. Cuchet.

Rue Saint-Jacques, No. 70 (1823-1825)15

In July of 1823 entries began to appear in BF with
Marescot at this address. It seems to have been a brief
period of about a year and a half, and not very prolific. One
can find two opus numbers and a dozen or so songs. Some
pieces with this address describe Marescot as an “Éditeur de
Musique, professeur de chant et de Guitare.”

Rue Saint-Jacques, No. 42 (1825-1828)

The Journal Général d’Annonces16 of 2 September
1825 cites Marescot as a publisher at this address. This is
possibly the period of the composer’s greatest production.
He published here his Opp. 9 to 46, including the Vingtquatre exercises [sic] pour guitare arrangés pour former la main
droite à une éxécution [sic] brillante, Op. 13, the Méthode de
guitare divisée en deux parties, Op. 15, and the Solfège facile
progressif avec des leçons à deux parties, Op.17. The famous
La Guitaromanie was also prepared during this period (the
address on its title is Rue Saint-Jacques, No. 42), although
it is first announced in BF in 1829 with his next address,
Rue du Cimetière-St-André, No. 13, possibly indicating that
the book was put together in 1828 but for some reason
not issued until the year after. I have located around fifteen
songs from this period. We also find, beside his activity as
a publisher, announcements of him being “professeur de
chant et de Guitare” and also “professeur de Musique.”17

Rue du Cimetière-St-André, No. 13 (1828-1830)

The first entry in BF with this address occurs on 25
October 1828. During his residence in this street it seems
that Marescot was mainly dedicated to publishing music of
other composers; the Méthode de Guitare by Hustache is one
example.

15 None of these first three addresses is listed in the entry on Marescot in Hopkinson
op. cit. The number 71 in Rue Saint-Jacques can also be seen on some compositions by
Marescot of this period.
16 Journal Général d’annonces des œuvres de musique, gravures, lithographies, publiés en
France et à l’étranger, Paris 1825-1827.

Something strange occurs in this period. On 28
February 1829, in an advertisement in the Revue Musicale,
Marescot is cited as the publisher of some works by Louis
Spohr, but with a different address from all the previous
ones: Passage du Grand-Cerf, No. 27. There is no good
explanation for this, for later that year Marescot’s address
continues to be listed as Rue du Cimetière-St-André.
During the year 1830 I have found only one reference
to Marescot living at Cimetière-St-André, No. 13, where he is
reported to be teaching guitar and voice.18

Rue Marie-Stuart, No. 8 (1831-1833)

Marescot is listed on this street in 1831, again teaching
guitar and singing,19 but for some reason we have no record
of his activity as a publisher in Paris. As of 1830 there is
not a single entry in BF for Marescot. The Almanach du
Commerce de Paris of 1833, in the chapter Professeurs de
Musique, also refers to him at this address, but with no
mention of his activity as publisher.

Rue des Grès St. Jacques (1835)

Hopkinson (op. cit.) reports that Marescot lived in this
street in 1835. I have not been able to corroborate this and
it seems a bit implausible that the author was still in Paris at
that time, as we shall soon see.

1834-1842, London

Henri Herz (1803-1888), the famous pianist and
piano professor at the Conservatoire de Musique in Paris,
composed a piano piece based on some motifs by Marescot
under the title Allegro et variations faciles composés d’après des
motifs de C. de Marexcot [sic], Op. 3/5. This work, which
was published in Bonn by Simrock (ca. 1827) and then by
Pennauer in Vienna (ca. 1827-1831), was later published
several times in London by different English publishers of
the time: Birchall & Co (ca. 1829), S. Chappell (ca. 1830),
Metzler & Son (ca. 1830-1833), and B. Williams (ca.
1835). Judging by the number of reprints this composition
must have been quite popular in London. It went far in
making the name Marescot known in the English capital.
Marescot made a first attempt to obtain success in
London around 1829, perhaps taking advantage of the
publication there of the work by Herz. That year a piece by
Marescot appeared with the title La Chasse au Renard,

17 Répertoire du Commerce de Paris, ou Almanach des Commerçants, Banquiers,

Négocians [sic], Manufacturiers, Fabricans [sic] et Artistes de la Capitale (Paris, 1828).
Thanks to Erik Stenstadvold for providing me with this information.
18 François Lesure, La Musique à Paris en 1830-1831 (Paris: Bibliothèque Nationale,
1983), 232.
19 Ibid.
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CHARLES DE MARESCOT:

(cont.)

As we have seen before, Hopkinson (op.
cit.) places Marescot in Paris at Rue des Grès
St. Jacques in 1835, but already the previous
year, on 28 July 1834, Mori & Lavenu in
London announced in the Morning Post
(and again on August 25), that they had
published “Twelve New Pieces for the
Guitar and Voice, including the Fox Chase,
by C. Marescot.”21
It seems like too much activity to be
handled just from Paris. My Checklist of
Compositions (infra) shows that Marescot
issued some twenty works with London
publishers in the second half of the
1830s and until his death in 1842—with
major publishers such as Mori & Lavenu,
Metzler & Co., Johanning & Co., Falkner,
T. Prowse, or George Peachey. Mori &
Lavenu, who ran one of the most important
publishing houses in London at that time,
were particularly supportive, issuing about a
dozen pieces by Marescot (see Figure 5).
Marescot also published with H. Falkner
an English translation of his Méthode de
Guitare under the title Instructions for the
Guitar, in which all the Rules are Explained
in a Clear and Concise Manner rendering
the Performance on the Instrument easy to be
attained by every Learner in a few Lessons.
Although the precise dating of this edition
is uncertain,22 a brief review of it appeared
in the magazine Musical World on 11
June 1840, implying that the method was
relatively new to the English market at the
time. It simply stated, “This is an excellent
book of its kind. Its precepts are clear and
simple, and its exercises remarkably copious
and well adapted to their object.”
In 1840 Marescot appears in a list
of subscribers to a work by the guitarist
Ferdinand Pelzer published that year, One
Figure 5: Charles de Marescot, Vingt-quatre Valses pour Guitare... Op. 9,
hundred
and fifty exercises for acquiring a facility
Book 1 (London: Mori & Lavenu, 1839).
of performance upon the Spanish guitar.23 It
A Characteristic Fantasy for the Guitar,20 published by Mori & shows that Marescot was residing at 13 Poultry, in the City of
Lavenu. However, it is not until 1834 that we find references London, close to St. Paul’s Cathedral.
that seem to confirm Marescot’s presence in England.

20 The dating of the work is based on the address of the publishers Mori & Lavenu
that appears on the title page, “No. 28 New Bond Street,” and on the plate number of
the composition, “2387.” Following the manual of English publishers by Neighbour,
O.W., and Tyson, Alan. English Music Publishers’ Plate Numbers in the first half of the
Nineteenth Century (London: Faber and Faber, 1965), 34‒35.
21 Thanks to Erik Stenstadvold for providing this information.
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22 Stenstadvold op. cit. dates it between 1825 and 1837 based on the fact that it
includes an arrangement of “God Save the King,” the title of which suggests that the
method was published before the accession of Queen Victoria in 1837.
23 Thanks to Kathryn Adamson at the Royal Academy of Music Library for
identifying this work and providing me with the subscribers list.

1842, death

18 February 1829
As for the Stabat business, it stands thus: I mentioned it to
Marescot, who had just returned to Paris, and he undertook
to print it, on condition of a guaranteed sale of at least fifteen
copies. The market price of the work will be four francs and a
half, and the fifteen copies will be sold at two francs.

Charles de Marescot died on 11 March 1842, at St.
Thomas hospital (district of Southwark St. Olave on the
south bank of the Thames) in London, at the age of 52.
The cause of death was phthisis (tuberculosis). In his death
certificate (Figure 6), his profession is given as professor of
music, indicating that he indeed had been active as such in
After what you told me of the number of people who were
London.
inquiring about it from M. Dupart, I did not hesitate to
A woman by the name Ann or Anne (not clear) Morris
guarantee the disposal of the fifteen copies, and Marescot came
was present at the time of his death; we do not know if she
for the manuscript
was just a nurse
yesterday. It will
at the hospital or
be published before
a woman with
Holy Week, so that
a close personal
it can be sung from
connection
the copies which I
to Marescot.
will send you.
Whatever the
case, it may
3 June 1829
indicate that
I send you Faust
Marescot and
together with the
his wife Julienne Figure 6: Death certificate of Charles de Marescot (London, 11 March 1842), from St. Olave
copies of the Stabat
Henriette were
Southwark District Death Registry.
without any titlenot together in
page; you have not acknowledged their receipt, and I am at a
London at that time. He was buried in the parish of St.
loss to understand it. …
John Horslydown on 19 March 1842, eight days after his
I did not send you the title-pages of the Stabat; Marescot has left
death.24
for the provinces and I do not know where to lay hand on him.

Marescot and Berlioz

In his youth, the composer Hector Berlioz (1803-1869)
had some connection with Marescot, who is mentioned in
some letters by the French symphonist as well as in his book
Les Soirées de l’Orchestre. These two sources, the letters and
the Soirées, provide us with some first-hand observations
about the commercial activity of our guitarist.
There are six letters in which Berlioz mentions
Marescot—all addressed to Jean Jacques Humbert Ferrand
(1805-1868), a lawyer and close friend of Berlioz. The
correspondence between the two was translated into English
by H. Mainwaring Dunstan and published in Life and
Letters of Berlioz (London, 1882). I quote here just those
parts of the letters where the guitarist is mentioned:25

24 Register of burials in 1842 at the Parish of St. John Horslydown, entry No. 69.

Information generously provided by Kathryn Adamson.
25 In Dunstan’s translation, Marescot’s name is incorrectly written Maresco in some
of the letters. It is, however, always correctly spelt in the original French version of this
book, Lettres intimes (Paris: Calmann Lévy, 1882), and also in all the original Berlioz
letters I have been able to see; I have therefore tacitly corrected the name here.
26 “Comme je recevais votre lettre l’imprimeur m’a envoyé un exemplaire du titre du
Stabat, sans dédicace. Marescot l’avait apparament commandé avant son départ depuis
lors n’étant pas revenu il n’a pu être informé du désir de Mr Dupart relativement à
l’archevêque. Il a marqué chaque exemplaire 4f 50c. Je ne me souviens plus du prix
que je vous avait indiqué ni du nombre d’exemplaires que je vous ai envoyé a Bellay

15 June 1829
As I received your letter the printer sent me a copy of the title
page of Stabat, without a dedication. Marescot had apparently
ordered it before his departure, but since he hadn’t yet returned,
he could not have been informed of Mr Dupart’s wishes with
regard to the Archbishop. He marked each copy at 4f 50c. I do
not remember the price I gave you or the number of copies I sent
you for Bellay, as you had asked me to do. In any case, I know
that the total sum should not be much more than thirty francs,
and I do not know when Marescot will come back or how to
force him to be content with half the marked price, as I had
warned you it would be, before he capriciously raised it. So write
to me about this…26

d’après ce que vous m’aviez dit. Dans tous le cas je sais bien que la somme totale
ne devait pas dépasser de beaucoup une trentaine de francs, et je ne sais fort quand
Marescot reviendra de le forcer à se contenter de la moitié du prix marqué tel que je
vous avais prévenu qu’il serait, avant que la fantaisie lui soit venue de le hausser. Ainsi
écrivez moi là-dessus.” Although this letter appears in the Lévy edition (op. cit.) and in
Dunstan´s translation (op.cit.) for some reason this part of the letter was not included.
The letter can be consulted at http://gallica.bnf.fr/ark:/12148/btv1b53031029b.
r=berlioz%20lettre%20juin%201829?rk=300430;4http://gallica.bnf.fr/ark:/12148/
btv1b53031029b.r=berlioz%20lettre%20juin%201829?rk=300430;4 (accessed 25
January 2018).
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(cont.)

29 June 1829
Marescot has come back. He asked me for the money for the
copies that I had lowered to two francs each in spite of his
intention to raise the price. So I need to know how many copies
of the ones I sent you were intended for the composer at no cost
and how many were to be paid. I think there were only 15 to be
paid for—you will tell me that in your next letter.27
2 January 1830
I should have sent Marescot the thirty-five francs which M.
Dupart owes him long ago, but the fact is, that since I have
been having my music stereotyped, I’ve never had any available
surplus. … I wrote you three times after my concert, and
informed you, I believe in my second letter, that I had not
received Marescot’s money; to-day I hear from you that you are
aware of that, but you did not get the information from me;
consequently, that letter has also been … lost.
My dear friend, there is something extraordinary about all this,
which it behoves us to clear up. Marescot has set out for the
provinces; I met him at my printer’s, and he told me that he was
going to write M. Dupart for his money. Even if he were here, I
would be unable to let him have it, seeing that at this moment I
have only twenty francs, and my allowance has been paid.
6 February 1830
My dear friend, your letter and the thirty-five francs in it have
reached me this time. Marescot is not in Paris; as soon as he
returns I will give them to him.

From the contents of these letters we can establish
that there was a business relationship between Berlioz and
Marescot. The Stabat mentioned several times appears to
be a Stabat Mater by Charles Dupart, a composer whom
Berlioz refers to also in other writings. It appears that
Dupart owed Marescot money for printing this work and
that Berlioz acted as their go-between. It seems as though
Berlioz might have intentionally withheld the money he
had been given to deliver to Marescot, for reasons that are
unclear.
It is difficult to establish much information about the
life of Marescot with these few details, but there are two
concepts that become clear: one, that Berlioz and Marescot

27 “Marescot est revenu, il m’a demandé l’argent des exemplaires que j’ai fait remettre

à deux francs malgré son intention de hausser, ainsi il s’agit de savoir combien
d’exemplaires sur le nombre que je vous ai envoyé sont destinés gratis a l’auteur et
combien sont payans, je crois qu’il n’y a que 15 payans vous me direz, cela dans votre
prochaine lettre.” This letter is not included in Dunstan op. cit. It can be consulted
at http://gallica.bnf.fr/ark:/12148/btv1b530309908.r=berlioz%20juin%201829%20
lettre?rk=193134;0 (accessed 25 January 2018).
28 Der Freyschütz, by Carl Maria von Weber (1786-1826), was premiered with the
title Robin des bois in Paris on 7 December 1824 at the Théâtre de l’Odéon.
29 The French sub-sections of this soirée are taken from Hector Berlioz, Les Soirées de
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knew each other quite well; and two, that Marescot spent
time away from Paris in 1829 and 1830, perhaps in
Vendôme with his family; or maybe this trip was covert, and
Marescot actually went to London since, as we have seen,
he published at least one work during those years in the
English capital.

Les Soirées de l´Orchestre (1852)

This partly autobiographical work of Berlioz gives his
highly personal opinion of Marescot’s work as a composer
and businessman. It provides a very jaundiced perspective
on the author and publisher of La Guitaromanie. The
information about Marescot is found in a chapter titled:
“Fourth Evening” with the subtitles: “A début in Le
Freyschutz28 - A Necrological tale - Marescot - Study of a
Knacker.”29 Berlioz must have held a deep and enduring
grudge towards Marescot since, some twenty-five years after
the events took place and ten years after Marescot’s death
(which Berlioz may not have been aware of ), he decided to
head a subsection of his book with the guitarist’s name and
speak of him in less than flattering ways.30
Berlioz uses a variety of deprecating terms and phrases
to describe Marescot: Regarding his work as a composer,
Marescot “killed and skinned the works of celebrated
composers,” taking advantage of the impunity granted by
French law; “his trade was to arrange all kinds of music
for two flutes, or a guitar, or especially for two flageolets,
and then publish it.” In relation to his looks, he says: “his
appearance was quite wretched and his clothing decidedly
ragged.” Berlioz also mentions a meeting with Marescot in
which the guitarist tells him how he was able to circumvent
French copyright and publish without words The prayer of
Agathe from the third act of Weber’s Freyschutz, explaining
that he sells “not by hundreds, but by thousands this
publication and its sale increases daily,” and that this
business has yielded more profits to him than the whole
opera ever did to that “blockhead of a Weber.” Berlioz closes
this chapter with another detail:
I may add that I have kept for a long while a copy of
Weber’s prayer thus transfigured by the idea, so as to make
the fortune, of M. Marescot, French publisher of music,
professor of the flute and guitar, in business in the rue SaintJacques, at the corner of the rue des Mathurins,
in Paris.

l´Orchestre, 2nd edition (Paris: Michel Lévy Frères, etc., 1854), 57: “UN DÉBUT
DANS LE FREYSCHUTZ—Nouvelle nécrologique—MARESCOT—Etude
d’équarisseur.” The Dictionnaire de l’Académie Française (Paris, 1835) defines the final
term, “équarrisseur” (with two r’s), as “Celui qui fait métier de tuer et d’écorcher les
bêtes de somme ou de trait.” This gruesome-sounding profession might be rendered in
English as “One whose job is to kill and skin draught animals.” The English equivalent
term, “knacker,” is seldom used today.
30 In this section I have drawn freely upon the English translation of Les Soirées de
l´Orchestre by Charles E. Roche, under the title Evenings in the Orchestra (New York
and London: Alfred A. Knopf, 1929).

Although this is the only place where I have found
Marescot mentioned as a flute teacher, it is not strange that
he indeed was teaching this instrument as well. Some of his
compositions were for flute, such as the Valses, tyroliennes,
rondeaux, airs connus, arrangées pour flûte (ca. 1818) or the
Valses de Mozart et autres arrangées sur des motifs du même
auteur pour flûte, Op. 24 (ca. 1828).
Marescot arranged music from Le Freyschutz several
times. Examples of this are the Longtemps voilé par un nuage;
Romance imitée de Robin des Bois, with lyrics by Mr. Briznez
and guitar accompaniment (ca. 1825); or the famous
“Hunter’s Chorus,” Chœur des chasseurs de Robin des Bois
(ca. 1825-1829). He also named his Op. 27 as Airs choisis de
Robin des bois arrangés et variés (for guitar, ca. 1825-28).
Therefore, through the eyes of Berlioz—if we can
believe his recollections—we see in Marescot a man without
much by way of scruples, who would do whatever was
possible to make money.

Conclusion

Admittedly Charles de Marescot has suffered and
continues to suffer “bad press,” another instance of which
is provided by Matanya Ophee in his final self-published
anthology, Essays on Guitar History (Editions Orphée,
2016), 324: “He was a well-known scoundrel that even
drew the ire of a critic like Hector Berlioz.”

I wonder if Marescot really deserves to go down in
history as a “scoundrel,” or indeed even as a “knacker of
masterpieces” as Hector Berlioz described him. Were his
merits really as questionable as Ophee has suggested?
Transcribing, arranging music, and publishing simple
versions that the general public could play, especially from
the popular operas of the time, was a very common practice
in the first half of the 19th century—and not only by guitar
composers.
Marescot, a man who lost his father at the age of three,
who lost his own son during the course of his life—a man
who composed simple music, catering to an audience that
demanded it—tried to make a living with and through
the guitar, and he certainly did. He composed around
70 works for solo guitar, a thorough guitar method, a
method of solfeggio and another on music principles. He
left us some 50 songs with guitar accompaniment, and he
published music by other composers. Charles de Marescot
was without any doubt a man of his era—a guitarist who
made his mark during the topsy-turvy decades of La
Guitaromanie.
I would like to express my most sincere gratitude to Erik Stenstadvold
for his invaluable help and encouragement during my work on this
article.
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FEATURE
A CHECKLIST OF COMPOSITIONS ATTRIBUTED TO CHARLES DE MARESCOT
By Damián Martín

Marescot published two summary lists of his works. One appears in a later printing (ca. 1828) of his Méthode de
Guitare;1 a more complete one is found in La Guitaromanie (1829). The latter, viewable at permalink imslp.org/
wiki/Special:ReverseLookup/491678, divides his output into three groups:
• Catalogue des ouvrages de Guitare composés par C. Marescot (p. 52). The author lists up to his Op. 45 in
apparently random order. There are unexplained gaps in his opus number sequence. Why? Perhaps he
regarded the works he included as his more important ones. It is also possible that some of his unlisted works
were simply out of print (hors commerce) and not likely to be reprinted.
• Airs Détachés, en Feuille, Format de Romances de Guitare (p. 53). As the heading indicates, these were single
compositions in so-called “folio” or sheet format (en Feuille), mainly one or two pages in length. Marescot
lists 39 such pieces. Most of them are variations on popular tunes like “Ah! Vous dirai-je maman”or “Di tanti
palpiti.” Here they are sorted alphabetically by title.
• Romances, Airs, Cavatines, etc. (p. 54). Songs with guitar accompaniment, divided into two categories:
–Melody and accompaniment by C. Marescot (21 pieces listed).
–Melody by other composers with accompaniment by C. Marescot (21 pieces listed).
While this list excludes the songs of the third group, they are easily viewed at the Guitaromanie permalink given
above. It is clear from this catalogue that Marescot’s original works were mostly for solo guitar, although there were
also a few for other instruments, i.e., flute (Op. 11, 12, 24, WoO–P3), and two guitars (Op. 36).
The following abbreviations are used:
BF – Bibliographie de la France
CM – Catalogue in Marescot’s Méthode de Guitare (ca.1828)
JGA – Journal Général d’Annonces des Œuvres de Musique, Gravures, Lithographies, publié en France et à
l’Étranger (Paris 1825-1827)
LG – Catalogue in La Guitaromanie (1829), on pp. 52-54

Opus-numbered works published in Paris
Op. 2a. Fantaisies Allemandes, Polonaises, suivies d’une Valse avec Douze Variations d'un Doigté facile et brillant 		
pour Guitare. Publisher: Carli, Place et Péristile des Italiens. Date: ca. 1817. Location: F-Pn: VM9-3709.
Op. 2b. Another edition with the same title. Publisher: Marescot, rue du Cherche-Midi 24. Date: cited in BF No.
19 (9 May 1818). Not located.
Op. 2c. Walses, fantaisies, rondeaux Œuvre II. Publisher: Hentz‒Jouve, éditeur, Palais‒Royal no. 96 côté du 		
Perron. Date: cited in BF No. 19 (6 May 1820). Not located.
Op. 3. Douze Valses pour Guitare. Publisher: Montgery, rue de Tourton 21. Date: cited in BF No. 22 (29 May
1819). Not located.

1 I am indebted to Tony Bingham for kindly providing me with a copy of this list.
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Op. 4. L'Ouverture de la Caravane, la Valse de la Reine de Prusse, la Tyrolienne, la Hongroise, etc., 			
Soigneusement Doigtées et d'une Exécution Facile et Brillante Arrangées pour Guitare. Publisher: 			
Hentz Jouve, Palais-Royal 96, côté du Perron. Date: cited in BF No. 19 (6 May 1820). Location: F-Pn:
VM9-3710. La Valse de la Reine de Prusse, la Tyrolienne and la Hongroise are pieces listed as Airs détachés,
so it seems probable that Marescot joined several of them together and gave them an Op. 4 designation for
marketing purposes. If a copy is located, Op. 4b would be its catalog number.
Op. 5. Deux Rondeaux et une Sonate Concertante pour Guitare. Publisher: Mme. Cuchet, rue Betizy 10. Date:
ca. 1822. Location: F-Pn: VM9-3712.
Op. 6a. Traité Analytique des Principes de la Musique avec un Procédé Nouveau pour Transposer dans Tous les 		
Tons sans le Secours des Clefs. Publisher: Mme. Cuchet, rue Betizy 10. Date: cited in BF No. 16 (9 April
1822). Location: F-Pn: VM8-554. This treatise was listed as Op. 16 in CM and LG. For chronological
reasons I have decided to list it as Op. 6a.
Op. 6b. Trois Airs Variés. Not located. Listed in CM and LG.
Op. 7. Six Quadrilles de Valses et Contredanses Divisés en Deux Livres. Not located. Listed in CM and LG.
Op. 9. La Retraite Française et Trois Airs Variés pour Guitare. Publisher: Marescot, rue St. Jacques 42. Date: ca.
1825. Location: F-Pn: VM9-3711; GB-Lam: XX(142724.1);2 D-Bds: DMS 236755.
Op. 10. Trois Sonatines d'une Exécution Facile et Brillante. 1st book. Not located. Listed in CM and LG. See also
Op. 29.
Op. 11. Trois Duos pour Flûte et Guitare. Not located. Listed in LG.
Op. 12. Six Airs Variés pour la Flûte divisés en deux libres. Publisher: Marescot, rue St. Jacques 42. Date: ca. 		
1825. Location: Unknown.3
Op. 13. Vingt Quatre Exercices pour Guitare Arrangés pour Former la Main Droite à une Exécution Brillante. 		
Publisher: Marescot, rue St. Jacques 42. Date: ca. 1825. Location: Kenneth Sparr coll., Stockholm.4
Op. 15. Méthode de Guitare Divisée en Deux Parties. Publisher: Marescot, rue St. Jacques 42. Date: cited 		
in BF No. 35 (27 August 1825); Later issue ca. 1828. Location: F-Pn: Vm 8u.86, Vm 8u.87; GB-Lam:
XX(150350.1); S-Sm [second part only]; GB-Tony Bingham coll., London.5
Op. 16. See note to Op. 6a.
Op. 17. Solfège Facile Progressif avec des Leçons à Deux Parties. Not located. Listed in CM and LG. Date: ca. 		
1826. In CM Marescot claims that “Beaucoup de professeurs ont adopté cet ouvrage…” (Many professors
have adopted this work…). GB-Lbl lists a Solfège avec Accompagnement de Guitare Op. 55 by Marescot,
printed by “Buffet fils.” Devriès and Lesure mention a Buffet who was active in Paris between 1846 and
1865. In BF 1831 and 1833 there are entries for a certain Buffet in the printing business who might be the
publisher.
Op. 18. La Dame Espagnole et Trois Airs Variés pour Guitare. Publisher: Marescot. Date: ca. 1827. Location: 		
F-Pn: VM9-3708; GB-Lam: XX (142725.1).
Op. 24. Valses de Mozart et Autres Arrangées sur des Motifs du Même Auteur pour Flûte. Publisher: Marescot, 		
rue St. Jacques 42. Date: cited in BF No. 34 (23 August 1828). Location: F-Pn: VM12 G-15600.
Op. 26. Dix-huit Valses Nouvelles. Not located. Listed in CM and LG.
Op. 27. Airs Choisis de Robin des Bois Arrangés et Variés. Not located. Listed in CM and LG.
Op. 29. Trois Sonatines. 2e livre. Not located. Listed in CM and LG. See also Op. 10.
Op. 31. Trois Sonates Brillantes. Not located. Listed in CM and LG.
Op. 33. Rondeaux, Valses, Cavatines et Airs Variés d'après les Plus Beaux Motifs du Croisé en Egypte. Musique de 		
Meyerbeer Arrangés et Variés. Not located. Listed in CM and LG.
Op. 35a. La Retraite Espagnole Variée pour la Guitare. Publisher: Marescot, rue St. Jacques 42. Date: ca. 1828.
Location: GB-Lam: XX(142725.1); Kenneth Sparr coll., Stockholm.
2 I am very grateful to Andrew Neilson and Kathryn Adamson at the Royal Academy
of Music for their kindness helping me with the material at the Robert Spencer
collection.
3 I am very grateful to Luis Briso de Montiano for kindly providing me with relevant
information on several items in this catalogue.

4 I am indebted to Kenneth Sparr for generously providing me some valuable
information about Marescot, especially the two original editions in his collection.
5 From Stenstadvold, Guitar Methods. Stenstadvold also lists a copy in GB-Brian
Jeffery coll.; however, in private communication Jeffery has informed me that he has
never owned it.
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A CHECKLIST OF COMPOSITIONS:

(cont.)

Op. 35b. Another edition with the same title. Publisher: J. Meissonnier, Rue Dauphine 22. Date: ca. 1829-1833.
Location: Previously in Brian Jeffery coll., London.6
Op. 36. Trois Duos pour Deux Guitares. Not located. Listed in LG.
Op. 37. La Danse de l'Ours, Folie Mélodramaticomique. Publisher: Marescot, rue St. Jacques 42. Date: 		
cited in JGA No. 39 (17 May 1826). Location: GB-Lam: XX(142723.1). A version for a singer with piano
accompaniment curiously states Op. 3 in the title page where it can be read that it was printed in Rue 		
Saint-Jacques, No. 42. Date: Between 1825 and 1828. Location: F-Pn: VMG-20816.
Op. 42. Les Délassemens de l´Étude, Composés de Valses, Rondeaux, Airs Connus &c. &c. Arrangés et Variés. 		
Publisher: Marescot, rue St. Jacques 42. Date: ca. 1827. Location: Luis Briso de Montiano coll., Madrid.7
Op. 44. Le Jugement de Salomon, Nocturne Raconté par Cadet-Eustache, qui Venait de le Voir au Salon de 		
Curtius en Figure de Cire pour Deux Sous. Not located. Mentioned in CM and LG.
Op. 45. La Lanterne Magique. Deuxième Folie Mélodramaticomique, Mise en Musique avec Accompagnement de
Guitare. Publisher: not stated in GB-Lbl catalogue. Date: ca. 1828. Location: GB-Lbl: H.2831.f.(17.).
Op. 46. La Guitaromanie. Recueil de Rondeaux, Valses, Contredanses, Chasse, Fanfare, Polonaise, Marches, 		
Boléro, Sonatine, Air Varié et Préludes d'une Exécution Brillante. Publisher: Marescot, rue St. Jacques 42.
Date: cited in BF No. 47 (21 November 1829). Location: F-Pn: VM BOB-15691, VM7-3212. Reprint:
S.P.E.S. (Firenze, 1985).
Op. 47. La Barbe Bleue, Fantaisie Tragi-comique avec Accompagnement de Guitare. Publisher: Marescot, rue St.
Jacques 42. Date: cited in BF No. 34 (23 August 1828). Location: Ulrich Wedemeier coll., Laatzen.8
Op. 55. See comment to Op. 17.

Works without Opus number (WoO) published in Paris.
WoO-P1. Les Soirées du Hameau. Not located. Listed in LG.
WoO-P2. Trente Exercices pour Guitare. Publisher: Buffet, rue St. Denis, Passage du Grand Cerf 18. Date: ca.
1829-1834. Location: GB-Lbm: h.3213.k.(11.)
WoO-P3. Recueil des plus beaux airs, Walses, Tyroliennes, Polonaises, Rondeaux & Airs… arrangés pour Flûte. 		
Publisher: Marescot, rue St. Jacques 42. Date: ca. 1825-1828; issued as six books. Location: Unknown.9

Airs Détachés (Sheet Music Singles) for Solo Guitar

Listed on p. 53 of La Guitaromanie and sometimes in CM or BF. With few exceptions, these editions have not
Soundboard Scholar 4 (2018) – Charles de Marescot, Checklist of Works, p. ! 7
been located.
Air du Ballet de Psiché variée. Listed in LG.
Air écossais de la Dame Blanche variée. Listed in CM and LG.
Allemande variée Publisher: Marescot, rue St. Jacques 70. Date: cited in BF No. 30 (26 July 1823).
Cueillons la Rose variée. Listed in CM and LG.
Dans les Gardes Françaises variée. Listed in CM and LG.
Di tanti palpiti variée. Listed in CM and LG.
Grenadier que tu m’affliges variée. Listed in CM and LG.
Il pleut bergère variée. Listed in CM and LG.
Je l’ai planté (de J. J. Rousseau) variée. Listed in CM and LG.
6 I am very thankful to Brian Jeffery for kindly informing me about this edition.
7 Information obtained thanks to Luis Briso de Montiano. He reports having the

Je n’saurais danser variée. Listed in LG.

sixth installment (6ème livre) of this publication.

8 I am indebted to Ulrich Wedemeier for providing me information about this item.
9 Information obtained thanks to Luis Briso de Montiano.

La Biondina ou la Dormeuse variée. Publisher: Marescot, rue St. Jacques 71. Date: ca. 1823-25.
Location:
14 Soundboard Scholar
No. 4DK-Kk.
guitarfoundation.org
La Gavotte d’Armide de Gluck arrangée. Publisher: Marescot, rue St. Jacques 70. Date: cited in BF

Di tanti palpiti variée. Listed in CM and LG.
Grenadier que tu m’affliges variée. Listed in CM and LG.
Il pleut bergère variée. Listed in CM and LG.
Je l’ai planté (de J. J. Rousseau) variée. Listed in CM and LG.
Je n’saurais danser variée. Listed in LG.
La Biondina ou la Dormeuse variée. Publisher: Marescot, rue St. Jacques 71. Date: ca. 1823-25.
Location: DK-Kk.
La Gavotte d’Armide de Gluck arrangée. Publisher: Marescot, rue St. Jacques 70. Date: cited in BF
No. 30 (26 July 1823).
La Gavotte de Vestris arrangée. Listed in CM and LG.
La Hongroise variée. Listed in CM and GM.
La Tyrolienne variée. Publisher: Marescot, rue St. Jacques 71. Date: ca. 1823-25. Location: DK-Kk.
Le Carnaval de Venise arrangée. Publisher: Marescot, rue St. Jacques 71. Date: ca. 1823-25.
Location: DK-Kk.
Le Clair de lune variée. Listed in CM and LG.
Le Roi Dagobert variée. Listed in CM and LG.
Le Songe de J. J. Rousseau Variée. Listed in CM and LG.
Les Folies d´espagne variée. Publisher: Mme Cuchet, rue Betisy 10. Date: ca. 1822. Location: GBLam: XX(142729.1).
Malbrougk variée. Listed in CM and LG.
Marohe de Lodoiska arrangée. Listed in CM and LG.
Mein lieber augustin variée. Listed in CM and LG.
Menuet variée. Listed in CM and LG.
Ò ma Tendre Musette variée. Listed in CM and LG.
Ò Pescator variée. Listed in CM and LG.
Pere capuçin variée. Listed in CM and LG.
Que ne Suis-Je la Fougère variée. Listed in CM and LG.
Si je meurs que l’on m´enterre variée. Listed in CM and LG.

Soundboard Scholar 4 (2018) – Charles de Marescot, Checklist of Works, p. ! 8

Soyez Sensibles (de Mozart) variée. Listed in CM and LG.
Sul Margine d’un Rio variée. Listed in CM and LG.
Triste raison variée. Listed in CM and LG.

!7

Vals de Robin de Bois arrangée. Listed in CM and LG.
Vals Russe variée. Listed in CM and LG.
Valse de la Reine de Prusse arrangée. Publisher: Marescot, rue St. Jacques 70. Date: cited in BF No.
30 (26 July 1823).
Valse de Lord Wellington arrangée. Listed in CM and LG.
Valse en la majeur variée. Listed in CM and LG.
Valse en ut variée. Listed in CM and LG.
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(cont.)

Opus-numbered works published in London
Op. 5. Allegro et Variations pour Guitare. Bloomsbury Auctions (London) sold a collection (lot 542) of 		
antiquarian music on 25 March 2010, in which this piece was described: “Marescot (Charles) Allegro
en Variations pour Guitare, Op. 5, 7pp. including title, (plate no. L. 10), Published by the Author, [ca.
1830].” This information is unclear, because “L. 10” may imply L. Lavenu as the publisher, but it is stated
that it was published by the author. So far no other single work has been found published by Marescot
himself in London.
Op. 7. The French Retreat for the Guitar. Publisher: Mori & Lavenu, New Bond Street 28. Date: ca. 1838. 		
Location: IRL-Dam: H.VIII.19. (139). It is the English edition of what was Op. 9 in France.
Op. 9. Vingt-Quatre Valses pour Guitare. Publisher: Mori & Lavenu, New Bond Street 28. Date: ca. 1839. 		
Location: IRL-Dam: H.VIII.21. (153).
Op. 18. Three French Airs with Variations. Publisher: Metzler & Co., Great Marlborough Street 37. Date: 		
ca.1842. Spencer dates this piece as “post. 1842.” However, since Marescot died in 1842 it is unlikely that
the music was published much later than that. Location: GB-Lam: XX (142726.1).
Op. 20. Air de Nina with Variations for the Guitar. Publisher: Metzler & Co., Wardour Street 105. Date: 		
ca.1842. Location: IRL-Dam: H.VIII.24.(177).

Works without Opus number (WoO) published in London
WoO-L1. La Chasse au Renard. A Characteristic Fantasia for the Guitar. Publisher: Mori & Lavenu, New Bond
Street 28. Date: ca. 1829. Location: IRL-Dam: H.VIII.20.(147); GB-Lbl: h.3213.k.(10.).
WoO-L2. Introduction and Variations for the Guitar on a Favourite Theme by Meyerbeer. Publisher: Metzler &
Co., Wardour Street 105. Date: ca. 1833-42. Location: GB-Lam: XX(142727.1); IRL-Dam: H.VIII.18.
(133).
WoO-L3. “Non Più Mesta” with Variations for the Guitar. Publisher: Johanning & Co., John Street 6. Date: ca.
1835-37. Location: IRL-Dam: H.VIII.17.(125).
WoO-L4. Six Characteristic Rondos. Publisher: Mori & Lavenu, New Bond Street 28. Date: ca. 1836-38. Not
located. Advertised in Op. 9.
WoO-L5. Herz’s Allegro & Variations Arranged for the Guitar. Publisher: Mori & Lavenu, New Bond Street 28.
Date: ca. 1836-38. Not located. Advertised in Op. 9.
WoO-L6. Two Sets of Quadrilles & Valses. Publisher: Mori & Lavenu, New Bond Street 28. Date: ca. 1836-38.
Not located. Advertised in Op. 9.
WoO-L7. Grand Valse. Publisher: Mori & Lavenu, New Bond Street 28. Date: ca. 1836-38. Not located. 		
Advertised in Op. 9.
WoO-L8. The Playbird Valse Arranged for the Guitar. Publisher: Mori & Lavenu, New Bond Street No. 28. Date:
ca. 1836-38. Not located. Advertised in Op. 9.
WoO-L9. Air Allemand. Publisher: Mori & Lavenu, New Bond Street No. 28. Date: ca. 1836-38. Not located.
Advertised in Op. 9.
WoO-L10. Twenty-Four Exercises for the Right Hand. Publisher: Mori & Lavenu, New Bond Street No. 28. 		
Date: ca. 1836-38. Not located. Advertised in Op. 9.
WoO-L11. Instructions for the Guitar, in which all the Rules are Explained in a Clear and Concise Manner 		
Rendering the Performance on the Instrument Easy to be Attained by Every Learner in a Few Lessons. 		
Publisher: H. Falkner. Date: Listed in The Musical World (11 June 1840). Location: US-NYp: Drexel 		
3570. English translation of his Méthode, Op. 15. Listed in Stenstadvold, Guitar Methods, p. 131.
WoO-L12. A Set of Quadrilles, Composed for the Spanish Guitar. Publisher: George Peachey. Date: ca. 1840. 		
Location: GB-Lbl: H.2348.f.(14.).
WoO-L13. Air Varié for the Guitar, The Subject by Meyerbeer. Publisher: Metzler & Co., Wardour Street 105.
Date: ca. 1833-42. Location: GB-Lam: XX(142727.1).
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FEATURE
BARTHÉLEMY TRILLE LABARRE: Professeur de Guitare et Compositeur,
Élève d’Haydn1
By Kenneth Sparr

Barthélemy Trille Labarre (1758-1797) was a French
guitarist/composer active in the tumultuous twilight
years of the 18th century, when the five-course guitar was
still the instrument of choice for many French guitarists.
What brought Trille Labarre to my attention was a small
advertisement in a Swedish newspaper of 1801, stating that
the French bookshop in Stockholm was selling his Nouvelle
méthode pour la guitare, Op. 7.2 Some years later I acquired
a copy of this method without knowing much about it. I
was surprised and impressed by its scope and its attention
to detail, in comparison to other methods of the 18th
century. Further searching revealed that this publication was
extremely rare; only one other copy of it has surfaced—in
Prague, in the Czech Museum of Music.3 Many of Trille
Labarre’s other works also have survived in few or unique
copies.
While Trille Labarre may be mentioned briefly in later
biographical dictionaries, he is totally absent from most of
the recent works on the history of the guitar. Why so? Ernst
Ludwig Gerber in his dictionary of 1813 stated that Trille
Labarre’s method was “perhaps the most detailed work in
this field.”4 Gerber thus realized the significance of it already
in the early 19th century. The French guitarist Gatayes in
his Seconde Méthode de Guitare, 1813-1816, mentions Trille
Labarre in flattering terms:

Gatayes’ opinion of Trille Labarre is repeated in the third
edition of his method, dating from the 1840s.6
The first notice of him in a modern work is by Umberto
Realino in his dissertation of 1999. However, Realino
seems only to have found one of Trille Labarre’s works, the
Étrennes de guitare…Opus 2—most likely the incomplete
copy in the Bibliothèque Nationale, which lacks all the
pieces with instrumental music. But Realino recognized
Trille Labarre’s ability and the quality of his work. He even
compared him to Franz Schubert!7
The first modern guitar researcher who paid serious
attention to Trille Labarre’s method and particularly its
significance in the development of staff notation for guitar
was Erik Stenstadvold, in an article of 2006.8 Pascal Valois
also dealt with Trille Labarre in his 2008 article on “French
Guitar Performance Practice Between 1790 and 1810,” and
in his dissertation of 2009.9
These scholars aside, why has Labarre been so neglected
by guitar historians? First, he was short-lived, dying at age
39. Second, he was a descendant of royalty living in the
turbulent revolutionary era, 1789-1804, when it would
have been risky to be identified as part of the aristocracy,
whether in person or in print. Third, there seems to be
no obvious traces of him in the Paris Archives—not so
much due to Labarre’s invisibility as to the Archives having
been consumed by fire in 1871. Several musicians had the
surname La Barre, but none could be connected with him.
Nor is there any information about him in the Tablettes
de renommée des musiciens of 1785, or in the Calendrier
musicale (1788-89).

1 This article was first presented as a paper at the Consortium for Guitar Research’s
colloquium, Sidney Sussex College in Cambridge (March 2018). I would like to
thank all who have provided me with valuable information: François-Pierre Goy, Erik
Stenstadvold, Jan J. W. Burgers, Stanley Yates, the late Matanya Ophee, the staff at the
Czech Museum of Music and many others. Finally I would like to thank Thomas F.
Heck for his help with the editing and final preparation of my text.
2 Dagligt Allehanda no. 216 (Stockholm, 22 Sept 1801): Bihang.
3 Národní muzeum - České muzeum hudby, hudebně-historické oddělení. RISM A/I/12
Einzeldrucke vor 1800. Band 12. Addenda et corrigenda (Kassel: Bärenreiter, 1992),
370. The entry in this catalogue is as follows: Labarre, Trille Nouvelle méthode pour
la guitarre à l’usage des Personnes qui veulent l’apprendre sans maître… oeuvre VIIme.
- Paris, Leduc, No. 10 [LL 38a CS Pnm, ]. Its new shelfmark is Cz-Pnm XLII A 246
according to the RISM database.
4 Ernst Ludwig Gerber, Neues historisch-biographisches Lexikon der Tonkünstler, welches
Nachrichten von dem Leben und den Werken musikalischer Schriftsteller, berühmter
Komponisten, Sänger, Meister auf Instrumenten, kunstvoller Dilettanten, Musikverleger,
auch Orgel- und Instrumentenmacher, älterer und neuerer Zeit, aus allen Nationen
enthält, Bd. 3, K - R (Leipzig: Kühnel, 1813), col. 155. Original German text:
“vielleicht das ausführlichtste Werk über diesen Gegenstand.”
5 Guillaume Pierre Antoine Gatayes, Seconde Méthode de Guitare à Six Cordes. Oeuvre

26. 2ème Edition (Paris: Frère, c. 1813-1816), 4. Original text: “C’est à peu près
dans les tems de MERCHI, que de grands Professeurs ont paru, VIDAL, TRILLELA-BARRE, SIMON, PATOUARD, BOYER, ont encore développé le charme de la
Guitare; VIDAL, par une exécution savante et hardie; TRILLE-LA-BARRE par un
genre d’accompagnement si supérieurement bien écrit, qu’il serait à désirer de trouver
encore aujourd’hui un TRILLE-LA-BARRE.” The first edition of this work has not
been located. I am grateful to Erik Stenstadvold who provided me with a copy of the
second edition.
6 Guillaume Pierre Antoine Gatayes, 2e Méthode de guitare, 3e éd. (Paris: Brullé, c.
1842-1854), 3. Cited by Pascal Valois, “Les guitaristes français entre 1770 et 1830:
Pratiques d’exécution et catalogue des méthodes” (Québec, Thèse à l’Université Laval,
2009), 97.
7 Umberto Realino, Un siècle de guitare en France 1750-1850, Thèse, Université Paris
IV, Sorbonne, 1999 (Villeneuve d’Ascq: Presses universitaires du Septentrion, 2001),
129-131.
8 Erik Stenstadvold, “The Evolution of Guitar Notation 1750-1830,” Soundboard
XXXI, 2/3 (2006): 11-29.
9 Pascal Valois, “French Guitar Performance Practice Between 1790 and 1810: A
New Perspective,” Basler Jahrbuch für historische Musikpraxis XXXII (2008): 249-261.
Valois, “Les guitaristes français” (see note 6).

It was about at the time of Merchi that great teachers started
to appear: Vidal, Trille-La-Barre, Simon, Patouard [sic],
Boyer, have further developed the charm of the guitar—
Vidal by a learned and bold execution; Trille-La-Barre by a
kind of accompaniment so superbly written, that it would be
desirable to find again today a Trille-La-Barre.5
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BARTHÉLEMY TRILLE LABARRE:

(cont.)

Trille Labarre’s absence from the public eye during
his prime was surprising considering his output of music
from 1787 to 1791. His largest preserved output is guitar
accompaniments to songs, mostly by other composers, but
some with his own texts and music. There are also guitar
solos scattered among the periodic publications of scores,
particularly in his Opus 8, Recueil pour la Guitarre. A few
works by him for instrumental combinations with the
guitar have survived: one Menuet for two guitars, one Sonate
for guitar with violin accompaniment, one Andante, and
one Rondo for violin with guitar accompaniment. These
were all composed in 1788 or earlier.

Birth and youth

Until now Barthélemy Trille Labarre has only been
known by his surnames; many have assumed that Trille
was his Christian name. He was born on 22 August 1758
and baptized the next day in the parish of Saint-Vincent
in the ville basse of Carcassonne, in southern France.10 His
father, Jean Pierre Trille, was a maître pareur or master
of fabric finishing, and seems to have been illiterate.
Barthélemy was named after his godfather. He had two
older sisters as well as an older brother, Jean Trille, born
in 1750. He became maître de musique à l’école royale
militaire de Sorèze in 1775.11 Barthélemy Trille would have
had a simple provincial upbringing, but no doubt with
musical opportunities. It is possible that he was trained in
music as a choir boy at the cathedral of Saint-Nazaire in
Carcassonne, where the music was directed by an organist,
Joseph Laguna, and a maître de musique, Pierre Saurin.
The choir boys also received instruction in playing musical
instruments. A talented lad would have had good prospects
for cultural and social promotion.12 Both Laguna and
Saurin were possible teachers for the young Trille Labarre.13
Where his surname “Labarre” stems from is still a mystery.
From whom did he receive tuition on the guitar? or
was he self-taught? There were many guitar teachers in Paris
and elsewhere in France at the time. Some of the better
known, cited in the Tablettes de renommée des musiciens…,
were Bailleux, Baillon, Alberti, Vidal, Guichard, Corrette
and Merchi. Trille Labarre only refers to two of them
in his method—Alberti and Vidal, who both had
published methods for the guitar. But Trille Labarre was
10 Archives départementales de l’Aude, AC69/GG 285, f. 18r. I’m grateful to

François-Pierre Goy who supplied me with this information.
11 Fichier Bossu, http://gallica.bnf.fr/ark:/12148/btv1b10000252c/f276.item
(consulted 2017-08-09). I’m grateful to François-Pierre Goy who supplied me with
this information. Marie-Odile Munier, Catalogue des Archives de l’Abbaye-École de
Sorèze (Presses du Centre Universitaire Champollion 2009), 75, 351-352 http://www.
abbayeecoledesoreze.com/fileadmin/templates/abbaye/illustrations/PDF/catalogue_
archives_soreze.pdf (consulted 2017-12-25).
12 One of the choir boys nearly contemporary with Trille Labarre was Bernard
Viguerie, born in 1751 in Carcassonne, later a keyboard player, composer, and
merchant of music in Paris.
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a multitalented musician, who could also play and teach
pianoforte, flute, violin, and voice as well as arranging and
composing music, as we shall see.

Joseph Haydn and Trille Labarre, “son Élève”

Trille Labarre claimed on one (but just one) occasion
that he had studied with Joseph Haydn, whose music was
much appreciated in France. Numerous transcriptions and
adaptations of Haydn’s works were published for different
instruments and combinations.14 Trille Labarre published an
arrangement for the guitar of the well-known melody from
the second movement (Andante) of Haydn’s symphony no.
53, L’Impériale (Figure 1).

Figure 1: Beginning of La Muse lyrique. Number 46 (1787).
A complete facsimile of this work, from pp. 177-180 of that
issue, appears below (pp. 31-34). It is also copublished online
at www.guitarfoundation.org/page/SbS04. guitarfoundation.
org/page/SbS04.

Trille Labarre’s guitar solo pieces in La Muse lyrique…
usually comprised only a single page, so this work covering
nearly four pages stands out. It was republished in his
Opus 8 as Aria con variazione, though this time with no
reference to Haydn.15 I have not been able to confirm from
other sources that Trille Labarre studied with Haydn. If he
ever had, the studies must have taken place at Esterházy in
Austria, where Haydn was active in the period 1761-90.
It was not uncommon for foreigners to go to Esterházy to
study with Haydn. Two examples from France are Pleyel
and the harpist Krumpholz. One dubious reference suggests
that Trille Labarre also had studied with André-ErnestModeste Grétry (1741-1813), but as with Haydn, one looks
in vain for confirming evidence.
13 http://philidor.cmbv.fr/Publications/Bases-prosopographiques/MUSEFREM-

Base-de-données-prosopographique-des-musiciens-d-Eglise-en-1790/Aude (consulted
2017-08-09).
14 Alexandre Dratwicki, “La réception des symphonies de Haydn à Paris. De
nouvelles perspectives de recherche,” Annales historiques de la Révolution française, No.
340, Les arts et la révolution (Avril/Juin 2005): 91.
15 La Muse lyrique Dediée à la Reine. Recueil d’Airs Avec Accompagnement de Guitarre
No. 45, 17 (Paris: Baillon, 1787), 173-175; Anthony van Hoboken, Joseph Haydn:
Thematisch-bibliographisches Werkverzeichnis, Band I, Gruppe I, no. 53, II (Mainz:
Schott, 1957), 66.

Trille Labarre as a music teacher

Trille Labarre mentions that he had been a teacher to
the Duchess of Orléans.16 She must be none other than
Louise-Marie-Adélaïde de Bourbon-Penthièvre (17531821). Her husband, Louis-Philippe-Joseph, became Duke
of Orléans in 1785. In April 1793, all the members of the
Orléans family still remaining in France were arrested.
In 1791 the Duchess had already left her husband to
seek shelter with her father, the Duke of Penthièvre, in
Normandy. Her husband was executed in November 1793,
and she was imprisoned but later released.
There is a possible connection between Trille Labarre,
the Duke of Penthièvre and the French author Jean-Pierre
Claris de Florian, page and later secretary in the service
of the Duke. Florian was elected to the French Academy
in 1788.17 The same year, Trille Labarre composed and
arranged music in La Muse lyrique… to many texts from
Florian’s novel Estelle, roman pastoral, published in 1788.
There were plans for a separate edition of texts from Estelle

Figure 2: Arriettes nouvelles…, beginning measures of the first
known work of Trille Labarre. Photo courtesy Jan J. W. Burgers.
A full-page facsimile of this piece is copublished online at
www.guitarfoundation.org/page/SbS04. A concordance to the
first song included in this small collection is found in a Dutch
manuscript source.19

with music and guitar accompaniment by Trille Labarre,
and it was announced several times in La Muse lyrique. No
copy of that version has been located; it may never have
been published. Florian himself met a tragic fate. He was
banned from Paris, imprisoned under the
Terror, and died shortly after his release.

Arriettes nouvelles…

Trille Labarre’s first published work may
possibly be the Arriettes nouvelles…, a small
collection of four songs with basso continuo
(not specifically for guitar) accompaniment,
preserved in a unique copy.18

La Muse lyrique…

Figure 3: Two title pages from La Muse lyrique… (1779).23 Author’s collection.
Enlarged facsimiles of these plates are copublished online at www.
guitarfoundation.org/page/SbS04.
16 Impartial Herald (23 January 1795): 3. In this advertisement Labarre also mentions

teaching a couple of princesses. “Liniski” and “Salmck.”
17 http://www.academie-francaise.fr/les-immortels/jean-pierre-claris-de-florian
(consulted 2017-11-19).
18 Barthélemy Trille Labarre, Arriettes nouvelles par Mr. La Barre, Maître de Musique
Vocale et de Guittarre (Amsterdam: Veuve Markordt et fils, 1781-1785). Copy in Den
Haag, Nederlands Muziek Instituut, 22 F 68 (1). RISM A/I/5. Einzeldrucke vor 1800.
Band 5 Kaa-Monsigny (Kassel…, 1975), 188 [L 39] formerly in NL-Dhgm, now in
NL-Dhnmi. Paul van Reijen. Markordt, Siegfried. Grove Music Online. Oxford Music
Online. Oxford University Press, (consulted 2015-08-05). I express my thanks to

Beginning in May 1787, Trille Labarre
cooperated with the widow of Pierre-Joseph
Baillon (d. 1785), author and publisher of a
well-known guitar method first brought out
in 1780.20 Baillon had taken over the music
publishing business of Nicolas Jolivet in 1778
and with it also a weekly periodical, La Muse
lyrique…, started by Jolivet in 1770. The
details of these business arrangements, so vital
to the growth of the guitar’s popularity in
France at this time, are outlined in the Devriès
& Lesure Dictionnaire.21
Trille Labarre entered into business with
Baillon’s widow soon after her break with

Jan J.W. Burgers who supplied me with photos of this work and information on the
dating.
19 http://www.liederenbank.nl/liedpresentatie.php?zoek=198393&lan=en (consulted
2017-10-12). The attribution of Arriettes nouvelles to Trille Labarre is generally, if not
universally, accepted.
20 For publication details on Baillon’s Nouvelle Méthode (1780) see Erik Stenstadvold,
An Annotated Bibliography of Guitar Methods (Hillsdale, New York, London:
Pendragon Press 2010), 35. See also Almanach musical (Paris, 1783), 213.
21 Anik Devriès and François Lesure, Dictionnaire des éditeurs de musique français.
Vol. I (Genève: Minkoff, 1979), 20-21, 133-135.
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Porro and was the main contributor to La Muse lyrique...
in 1787-88. The first 20 issues of the 1787 journal have
not been located so it is difficult to say precisely when this
cooperation started. La Muse lyrique... was so successful
that it was continued by Baillon and after his death in 1785
by his widow. As mentioned, it contained mainly popular
songs with guitar accompaniments, occasionally with other
instrumental parts and a few guitar solos as well, most of
which are assumed to be the work of Trille Labarre from
1787.22 It is certainly of interest to guitar historians that
this periodical was issued for such a long period—about
eighteen years.
In his Nouvelle Méthode, Trille Labarre refers
to La Muse lyrique…where he particularly mentions
the years from 1787 to 1788. He writes: “Several
amateurs have desired explanations on the new
way of notating music, which I used for the guitar
accompaniments found in the first two volumes
of the journal entitled La Muse Lyrique & c.
comprising the years 1787 and 1788 ...”24
Only one (incomplete) copy for the year 1787
seems to be preserved.25 A near complete issue
of the year 1788, lacking only one number, is in
the Bibliothèque Nationale in Paris. No copies
of later issues of the journal have been located,
but it is clearly stated in the 1788 issue that “the
accompaniments will be continued by Mr Labarre
and the best masters” in 1789.26 This seems also to
be confirmed by the announcement of the first two
issues of the journal in 1790:

Thus it would seem that La Muse lyrique... continued to be
published in 1789 and the beginning of 1790 with Trille
Labarre as arranger of the accompaniments, though no
copies of these volumes have so far been located.

Étrennes de guitarre, Opus 2

The Étrennes de guitarre series (meaning “Inaugural”
or “Premiere editions” for guitar) was advertised in several
journals in Paris, 1787-88.29 Baillon had earlier published a
Nouvelles étrennes de guitarre… with an identical title frame,
but with Porro as the composer and arranger.

Nos. 1 and 2 of La Muse Lyrique, containing the
Farewell from the Présidente de Tourvel to the
Figure 4: Title-page of the Newberry Library copy of Étrennes de guitarre… 30
Count de Valmont, and a Romance by Mr. le
A larger facsimile of this plate is copublished online at www.guitarfoundation.
Chevalier de Cubières, with accompaniment by
org/page/SbS04.
Mr. Tille [sic] Labarre. To be had at Baillon, rue
du petit Reposoir, no. 51. Subscription price: 12
The dedication of Trille Labarre’s Étrennes de guitarre…
livres for Paris & 18 livres for the provinces, postage free.28
refers to Jacques-Amable-Gilbert de Beynaguet (1752-

1810), Marquis of Pennautier, whose father had served

22 Ibid., 20-21, 89. Jean Sgard, Dictionnaire des journaux 1600-1789 (Paris:

Universitas, 1991), 896.
23 The same plates still were used in the later issues of the journal though Patouart no
longer was the arranger of the guitar accompaniments.
24 Barthélemy Trille Labarre, Nouvelle Méthode Pour la Guitarre… (Paris: Leduc
1798?), 3. Original text: “Plusieurs amateurs ayant desiré des éxplications sur la
nouvelle manière de noter la Musique, dont j’ai fait usage pour les accompagnements
de Guitarre contenus dans les deux premiers volumes du Journal intitulée La Muse
Lyrique & c. formant les années 1787, et 1788…”
25 The unique copy of La Muse lyrique… 1787 in the author’s collection includes nos.
21-26, 28, 30-48, pages 81-104, 109-112, 117-190.
26 La Muse lyrique… (1788), 192. Original text: “Les accompagnements seront
continués par Mr Labarre et par les meilleurs maîtres.”
27 Madame la Présidente de Tourvel and the [Vi]comte de Valmont are characters in
Les Liaisons dangereuses, a 1782 novel by Pierre Choderlos de Laclos.
28 Annonces de bibliographie moderne ou Catalogue raisonnée et analytique des Livres
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nouveaux, Tome premier (Paris, 1790), 208. Original text: “No. 1 et 2 de La Muse
Lyrique, contenant les Adieux de la présidente de Tourvel au comte de Valmont, et
une Romance de M. le Chevalier de Cubières, avec accompagnement de M. Tille [sic]
Labarre. Chez Baillon, rue du petit Reposoir, no. 51 : prix de l’abonnement 12 liv.
pour Paris et 18 liv. pour la Province port franc.”
29 A la Muse lyrique Etrennes de guitarre ou Recüeil des plus jolies Romances et Couplets
qui aient parus dans l’Année 1787 suivis d’une Sonate avec Accompagnement de Violon
obligé et de plusieurs autres Pièces… Oeuvre IIe. 5e Année (Paris: Baillon, 1788).
Copy in F-Pn, VM7-6259 (incomplete) and US-Cn (probably complete). Anik
Devriés-Lesure, L’édition musicale dans la presse parisienne au XVIIIe siècle. Catalogue
des annonces (Paris, 2005), 509. Journal encyclopédique universel, Année 1788, Tome
II, Partie II (Paris: Bouillon, De l’Imprimerie du Journal, 1788), 350. Calendrier
musicale universel… (Paris: l’auteur, 1789), 257. This collection is also described in
Stenstadvold, “Evolution of Guitar Notation,” 19, particularly concerning aspects of
the notation.
30 Photo kindly supplied by Alison Hinterliter, Newberry Library, Chicago.

with the Duke of Orléans.31 The dedication implies that
de Beynaguet contributed financially; in the late 18th
century dedications were often used to defray the expenses
of printing.32 The Étrennes de Guitarre… contains, on its
first 21 pages, songs with guitar accompaniment, many
with the music composed by Trille Labarre. As the title
states, the collection also comprises a “sonata with violin
accompaniment and many other pieces.”33 Here is the first
page of the instrumental section:

Les Chefs-d’oeuvre de la musique et de la
poésie lyrique…

Only a month before the storming of the Bastille on 14
July 1789, Trille Labarre advertised Les chefs-d’oeuvre de la
musique et de la poésie lyrique …, financed and published by
himself, and sold chez l’Auteur. His advertisement appeared
in two newspapers on the same day.36 The address was the
same as that of the widow, Mme Baillon, 51 Rue du Petit
Reposoir. No copy of this work has so far been located.

Figure 5: Beginning of instrumental section of Étrennes de guitarre…34 A larger facsimile of this plate is copublished online at
www.guitarfoundation.org/page/SbS04.

This piece from Étrennes… was also sold separately, as was a
sonata for guitar and violin.35 The Chanson was republished
in Trille Labarre’s Opus 8, but with a changed title.
31 Louis De la Roque, Armorial de la noblesse de Languedoc. Généralité de Montpellier.

Tome second (Montpellier: Seguin, 1860),129.
32 Judith Tick, “Musician and Mécène: Some Observations on Patronage in Late
18th-Century France,” International Review of the Aesthetics and Sociology of Music,
Vol. 4, No. 2 (December 1973): 254.
33 These pages are missing in the Bibliothèque Nationale copy, but can be found in
the Newberry library copy.
34 Photo kindly supplied by Alison Hinderliter, Newberry Library, Chicago.
35 Erik Stenstadvold has suggested that this publication option is an interesting

Cooperation between Trille Labarre
and Jean-Henri Naderman

It seems likely that a connection between Trille Labarre
and Jean-Henri Naderman, a publisher as well as a harp

example of a way to increase “an edition’s potential market but also to add to the
music’s value and versatility in a domestic music-making setting.” Stenstadvold, “The
Evolution of Guitar Notation…,” 15.
36 Les Chefs-d’oeuvre de la musique et de la poésie lyrique, ou nouvelles feuilles avec
accompagnement de guitare, par M. Trille Labarre, professeur de guitare et de chant. Prix
6 s. Chez l’auteur, rue du Petit Reposoir n° 51; chez Goujon, Md de musique, cour du
Palais royal. Devriés-Lesure, L’édition musicale, 509. Laurent-Eloi Goujon (fils) was
active in Paris, described as a “distributor of ariettes” in 1787, then as a music dealer at
the Palais-Royal in 1788 and 1789.
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Figure 6: Extract from Naderman’s catalogue included in JeanBaptiste Mayer’s Six Romances tirées de “Gonzalves de Cordoue,”
nouveau roman de Mr. de Florian, musique et accompagnement de
harpe… 1792.

maker, was made about 1790. In his catalogues Naderman
announced several of Trille Labarre’s works and even
presents them under a separate heading (Figures 6 and 7).
Trille Labarre’s Opus 2 in the Naderman catalogue
must be identical with the Etrennes de guitarre. Trille
Labarre’s Opuses 3-6, of which 3 and 4 are found in
Naderman’s catalogue, seem never to have been published.
His guitar method, Opus 7, was announced but is absent
in the following catalogues, from August 1792 to 1796, nor
was it advertised in the Paris press.
We can date the foregoing two extracts from
Naderman’s catalogues fairly precisely by month and year.
They show an advertising interruption between March/April
and August 1792, when Naderman removed nearly all of
Trille Labarre’s works, except Opus 8, from his catalogue. It
is unclear why this occurred.

Nouvelle Méthode Pour la Guitarre…,
Opus 7

Trille Labarre’s magnum opus is without doubt his guitar
method, Opus 7, comprising 82 pages, published in the last
decade of the five-course guitar era.37 At its completion (ca.
1788) he was about 30 years old; he may not have lived to
see it in print. There were nearly twenty methods for the
five-course guitar of varying quality and scope published in
France from the late 1750s onwards. Trille Labarre’s method
stands out among them, as Erik Stenstadvold explains, in
being:
… the most thorough French guitar method of the 18th
century. It provides thorough instructions in the various

37 Barthélemy Trille Labarre, Nouvelle Méthode Pour la Guitarre à l’usage des Personnes

qui veulent Apprendre sans Maitre. Oeuvre Vlleme (Paris: Leduc, 1797-1799). The only
known copies of this method are in Prague and in the author’s collection. See note 3
above for details.
38 Stenstadvold, An Annotated Bibliography…, 118.
39 Gerber: Neues historisch-biographisches Lexikon der Tonkünstler… col. 155
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Figure 7: Extract from Naderman’s catalogue included in Luigi
Cherubini’s Lodoïska Comédie héroïque en trois actes par Mr FilletteLoraux. Représentée pour la première fois sur le théâtre de la rue
Feydeau le 18 juil.t 1791... 1792.

elements of guitar playing, a detailed chapter on ornaments,
and discusses the “new way of notating guitar music,” that is,
separating the bass and treble by use of individual stems…38

Trille Labarre had probably nearly finished his method
in late 1788 or during 1789. He mentions only La Muse
lyrique… (of 1787-88) in his method and does not mention
his contributions to the Journal d’Airs Italiens et Français…
from 1789-91. This makes it likely that he completed his
authoring and perhaps a proof “printing” of his method
between 1789 and 1791, when the five-course guitar was
still strongly in vogue in France. Its “publication” history
nevertheless remains confusing and challenging.39 For
the details, kindly refer to the copublished essay, “Trille
Labarre’s Nouvelle méthode: Caught Between Printing and
Publishing,” online at www.guitarfoundation.org/page/
SbS04.

The Contents of the Method, Opus 7

Concerning the contents of the method, I will not
go into much detail but concentrate on a few sections of
particular interest, and otherwise refer to the studies already
carried out by Erik Stenstadvold and Pascal Valois. Trille
Labarre designed his method in the Socratic, questionand-answer manner, used more than 100 years earlier by
Thomas Mace in his Musick’s Monument... But this format
rarely seems to have been used in France.40 The method is
carefully written with a clear attempt to describe everything
involved in playing the five-course guitar, both as a solo
and as an accompanying instrument. It is divided into 14
dates the method, Opus 7, to 1793 in line with his dating of Trille Labarre’s opus 8 to
1794—which is wrong.
40 Philippe Lescat, Méthodes et Traités Musicaux en France 1660-1800. Réflexion
sur l’écriture de la pédagogie musicale en France, suivies de catalogues systématique
et chronologique, de repères biographiques et bibliographiques (Paris: Institut de
pédagogie musicale et chorégraphique–La Villette, 1991), 71. Referred to by Valois,
Les guitaristes françaises…, 244.

chapters, in turn subdivided into
sections and well structured. In his
Avant-Propos Trille Labarre gives
different reasons for publishing
yet another method for the guitar.
One concerns the notation, amply
discussed already by Stenstadvold.41
Trille Labarre is scornful of earlier
methods and writes, “The little
amount of care put into the writing
of small treatises previously, has
condemned them to oblivion...”42
Trille Labarre devotes his first
chapter to the fundamentals of music,
but soon enters the domain of the
guitar. He starts with the manner
of holding it: the positioning of the
body and the attitude. A correct and
visually pleasant position is vital. One
should avoid grimace when playing!
He is very precise concerning the
positioning of the thumb and the little
finger of the right hand:
The thumb must be placed on the
lowest course, an inch away from the
rosette, while placing the little finger
an inch from the bridge and two
inches from the chanterelle, so that
the right hand forms a sort of bridge
and the fingers are completely free to
pluck the strings.43

Even if not overstated, he
indicates that the little finger
should be placed (appuyant) on
the soundboard of the guitar. He is
detailed and decisive in his description
of how to pluck the strings with the
right hand:

Figure 8: Title page from Trille Labarre´s Nouvelle Méthode Pour la Guitare… Author’s
collection. A full-page facsimile of this plate is copublished online at
www.guitarfoundation.org/page/SbS04.

It is the action by which the right hand
causes the strings to sound by touching
them, from the extremity of the fingers,
avoiding, above all, to pluck them with the nails, which
removes all the mellowness of sound. We cannot too much

41 Stenstadvold, “The Evolution of Guitar Notation…,” 17-19.
42 Trille Labarre, Nouvelle méthode…, 2. Original text: “Le peu de soin qu’on a mis

dans la redaction des petits traités qu’on a fait précédement, les ont condamnés á
l’oubli…”
43 Trille Labarre, Nouvelle méthode…, 11. Original text: “Il faut que le pouce se
trouve placé sur la grosse Corde, à un pouce de distance de la Rosette, appuyant le
petit doigt à un pouce du chevalet et à deux pouces de la chanterelle, de façon que la
main droite forme une éspèce de pont, et que les doigts soient entièrement libres pour
pincer les Cordes.”

recommend this principle, because all the merit of the
instrument is lost if only sharp sounds are derived from it:
whatever the degree of force of which one can boast.44

44 Trille Labarre, Nouvelle méthode…, 20-21. Original text: “C’est l’action par la

quelle la main droite fait sonner les cordes en les touchant, de l’extrémité des doigts,
évitant, sur tout, de les accrocher avec les ongles, ce qui’ôte tout le moëlleux des
sons. Nous ne pouvons trop recommander ce principe, par ce que tout le mérite de
l’instrument est perdu, si l’on n’en tire que des sons aigres: quelque soit le degré de
force dont on puisse se vanter.”
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He continues concerning the safest way of getting a good
sound from the guitar:

It is by plucking the string with the pulp of the finger,
avoiding especially plucking it with the nails, which only
yields weak, acrid sounds; and it is therefore recommended
that the nails should not be allowed to grow in imitation
of the Italian peasants, or of some French masters with bad
taste.45

He furthermore dislikes strumming with the thumb,
preferring arpeggio in playing chords. He deals in detail
with the different ornaments used in guitar performance.
He is also meticulous concerning the playing technique
of harmonics and devotes no less than eight pages of his
method to this topic.
He advocates a five-course guitar with a single upper
string and the other two courses with unison stringing,
the two lowest of overspun silk and the next pair of gut.
Here he differs from many of his contemporaries who
prefer octave stringing of the two lowest courses. To my
knowledge Trille Labarre and later Guichard are the only
French guitarists preferring unison stringing of the two
lowest courses. Trille Labarre argues against using octave
stringing on purely musical grounds:
Some modern teachers, in imitation of the ancients, still
adopt the practice of joining, next to the first and second
strings of the bass, two small octave strings; I am by no
means of this opinion, as in harmony the low tones can
never be too distinct from the high ones… therefore I advise
pupils not to spoil their ear with double strings mounted
at the octave, because once the habit is acquired, it is very
difficult to give it up. It would be better for those who want
to add double strings, to make them equal, and tuned in
unison. This way is preferable, in that it defines more clearly
the bass notes and enables the beginner more easily to grasp
the harmony.46

45 Trille Labarre, Nouvelle méthode…, 12. Original text: “C’est en pinçant la corde

avec la pulpe du doigt, évitant surtout de l’accrocher avec les ongles, ce qui ne rend
que des sons maigres, et acres; c’est pourquoi nous recommendons d’éviter de laisser
croitre les ongles à l’imitation des païsans d’Italie, et de quelques maîtres français de
mauvais goût.”
46 Trille Labarre, Nouvelle méthode…, 13. Original text: “Quelques Professeurs
modernes, à l’imitation des anciens, adoptent encore l’usage de joindre à côté de
la 1re et 2me corde de la Basse, deux petites cordes montées à l’octave, je ne suis
nullement de cet avis par-ce-que dans l’harmonie, les sons graves ne peuvent être trop
distingués des sons aigus;… c’est pourquoi je conseille aux éleves de ne point se gâter
l’oreille avec ses doubles cordes montées à l’octave, par-ce-que, l’habitude en étant
une fois contractée, on a beaucoup de peine à la quiter, il est plus avantageux pour les
personnes qui voudront ajouter des cordes doubles, de les mettre égales, et montées à
l’unison; cette manière est préférable, en ce qu’elle détermine mieux les notes de basses
et, fait saisir plus facilement aux commençans l’ensemble de l’harmonie.”
47 Pierre-Jean Baillon, Nouvelle méthode de guitarre… (Paris: Baillon, 1780), 3.
Original text: “le Son paroit maigre et ne produit point une harmonie aussi agréable
que l’orsqu’elle est accompagnée d’un octave.” See also Danielle Ribouillault, “La
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It is a bit surprising that he does not discuss, or even
mention, the option of a guitar with five single strings.
Merchi suggested this already in 1777, followed by Lemoine
in his Nouvelle Méthode courte et facile.... about 1788.
Baillon on the other hand disapproved of single stringing
and wrote: “the sound seems thin and does not produce a
harmony as pleasant as if it is accompanied by an octave.”47
Lemoine further points out the difficulty of finding two
strings with equal thickness that are perfectly true over
the entire fingerboard. He disapproves of the use of octave
stringing as it ruins the harmony in much the same way
as Trille Labarre described it. Lemoine instead advocates
five single strings in his method from 1799 and points out
that it is easier to play.48 We approach inch by inch the
six-single-string guitar; in my opinion the six single-strung
lyre-guitar played an important role in this transition.
Trille Labarre pays a lot of attention to the mounting of
and the quality of the strings, which are essential elements
in producing a good sound. He writes:
the first course [is] commonly called Bourdon... The most
esteemed are entirely of silk, overspun completely [with
metal]; we can mount two similar ones at the unison ... As
for the second? Like the first but finer, we also mount two
of them at the unison ... the third, middle course? ... These
are gut strings that are used for the violin’s A (A-mi-la)
string. We place two of them here at the unison ... the fifth,
called the Chanterelle? ... It must be of fine gut, consistent
throughout; it is usually a single string. It is essential to spare
nothing to obtain good strings. The best grades for the 3rd,
4th and 5th are those where the gut is transparent, even, and
without knots. Those which have white spots, in particular
the chanterelles, break quickly, because they are not twisted
enough. The overspun strings should be somewhat thin and
well united.49

Recueil Pour la Guitarre…, Opus 8

At the end of Trille Labarre’s method there are a few
pieces of music: four songs with guitar accompaniment

guitare à la fin du XVIII siècle: Recherches sur les raisons du déclin de l’accord
baroque,” Instruments et musique instrumentale Textes réunis et présentés par Hélène
Charnassé, Centre régional de publication de Paris (Paris: Editions du CNRS, 1986),
110. Ribouillault does not mention Labarre’s method at all in her article.
48 Antoine Marcel Lemoine, Nouvelle Méthode de Guitarre à l’usage des Commençans,
Divisée en trois Parties… (Paris: l’auteur,1799), 11.
49 Trille Labarre, Nouvelle méthode…, 14. Original text: “la 1ère corde, vulgairement
appellée Bourdon… Les plus éstimées sont en soie filées en entier; on peut en mettre
deux pareilles montées à l’unisson… la seconde? De même que la 1ère mais plus fine,
on en met également deux à l’unisson… la troisième corde du milieu?... Ce sont des
cordes de boyau dont on se sert pour le amilas de violon, on en met deux à l’unisson…
la cinquième dit la Chanterelle?... Elle doit être de boyau, fine, et bien unie, on la met
ordinairement seule. ... Il est éssentiel de ne rien épargner pour se procurer de bonnes
cordes. Les meilleures sortes pour les 3mes 4mes et 5me sont celles don’t le boyau
est transparent, égale, et sans noeuds. Celles qui ont des taches blanches sur tout les
chanterélles, cassent promptement, par ce qu’elles ne sont pas assez torses. Les cordes
filées doivent être un peu fines et bien unies.”

and six “small pieces of music for the use of people who do
Labarre, and should be sought after by people who love the
not sing,” i. e., for the guitar only. He obviously cared for
guitar…”53
There seems to be only one preserved copy of the
the guitarists who didn’t sing. Taking this into account he
Recueil…. From notations and stamps on the title page it
produced a collection of more pieces for the guitar only.
is obvious that Domingo
This became his Opus
Prat owned this copy.
8, Recueil Pour la
There are many pencil
Guitarre Ou Leçons
notations and markings
graduellement faites
by him; he certainly used
pour Perfectionner
this copy of the Recueil…
les Ecoliers qui ne
for his revised and adapted
Chantent pas
editions of some pieces
(Figure 9).50
It seems reasonable
from it, published by
to assume that Labarre
Romero y Fernandez in
worked with—and
Buenos Aires about 1940.54
Prat’s editions are adapted
had prepared the
for the 6-string guitar.
publication of—his
However, Prat must have
method before, or at
worked with Trille Labarre’s
least around the time
music before 1933 as he
of, his Opus 8, which
dedicated a copy of the
was published by
Sonata No. 21, to his pupil,
Naderman in 1791.
the Argentine guitarist
In the Naderman
Consuelo Mallo López,
catalogue it is also
who also performed this
titled Suite de la
work at a concert in May
méthode…, and the
1933 in Buenos Aires. Her
work is mentioned
performance of a piece by
in Naderman’s later
Trille Labarre could be the
catalogues of 1792first in modern times.55 The
1796 as well. Some
Recueil… contains 29 pages
of the pieces in
with 31 pieces for solo
Opus 8 had been
guitar, varying in forms,
published earlier in
lengths and difficulty. Some
La Muse lyrique... and
pieces have concordances in
in the Journal d’Airs
issues of La Muse lyrique…,
Italiens et Français….
Etrennes… Opus 2 and
Unlike the method,
Figure 9: Title page of the unique copy of Trille Labarre’s Opus 8.51 A fullJournal
d’Airs Italiens et
this work received
page facsimile of this plate is copublished online at www.guitarfoundation.
Français… The guitar
extensive advertising
org/page/SbS04.
pieces in the Recueil… seem
by Naderman in 1791.
quite modern for its time if one disregards the fact that they
It was announced in Feuille de correspondance du libraire…
are composed for a five-course guitar.
(5 September 1791) with a few remarks: “These lessons,
well fingered and melodious, do honor to the talent of Mr.
50 Barthélemy Trille Labarre, Recueil Pour la Guitarre Ou Leçons graduellement faites

pour Perfectionner les Ecoliers qui ne Chantent pas… Oeuvre VIIIe (Paris: Naderman,
1791). I’m grateful to Erik Stenstadvold and Stanley Yates, who provided me with
images and other information concerning this work. The last known owner of the only
copy of this work was Jun Sugawara, and according to Robert Coldwell it is located in
the Gendai Guitar collection, Japan.
51 Photo kindly supplied by Stanley Yates.
52 Gerber’s Neues historisch-biographisches Lexikon der Tonkünstler…, col. 155, dates
opus 8 to 1794, which is certainly incorrect.
53 Feuille de correspondance du libraire ou notices des ouvrages publiés dans différens
journaux qui circulent en France & dans l’etranger… No. X (Paris: Cabinet

Bibliographique, 1791), 255. Original text: “Ces leçons bien doigtées & chantantes,
font honneur au talent de M. Labarre, & doivent être recherchées de personnes qui
aiment la Guittarre…”
54 Copies of both works issued by Prat are kept in the library of The Royal Academy
of Music in London, call numbers XX(142939.1) for opus 8, nr 11 and XX
(142937.1) for opus 8, nr 21. A copy of opus 8, nr 11 is in the author’s collection, and
a copy of opus 8, nr 21 is in the Vahdah Olcott-Bickford Collection VOB2011.
55 Patricia Di Lernia, “Consuelo Mallo López, guitarrista argentina.” 433 Revista
online de investigatión musical (Año VIII no 2 - Revista no 17 - Diciembre 2016):
14-15. http://artesmusicales.org/web/images/IMG/descargas16/433-17/TESINAPatriciadiLernia.pdf (consulted 2017-07-30).
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which an arrangement and
accompaniment is found.
These arrangements most
likely were published soon
after the first performances,
though there are exceptions.
The inclusion of many pieces
from operas makes it possible
to date the journal with some
confidence from late 1789
until mid-1791. The located
issues of the journal include
190 numbers and nearly 1100
pages.
That the journal was issued
daily is, to my knowledge, a
unique phenomenon among
musical journals of this kind.
The individual numbers of the
journal differ in page range;
the publisher tried to avoid
blank pages. Some of the solo
guitar music filled pages that
Figure 10: Journal d’Airs Italiens et Français, avec Accompt. de Guitarre. End of no. 66 and beginning
otherwise would have been
of no. 67. Photo: Bibliothéque du Conservatoire, Brussels. Enlarged facsimiles of these pages are
left blank. The earliest known
copublished online at www.guitarfoundation.org/page/SbS04.
issues of the journal, nos.
5-14, lack information as to
Pierre Leduc and the Journal d’Airs Italiens
who arranged the guitar accompaniments, and there are
et Français…
no solo guitar pieces. But they still can be dated to August
There seems to have been a sudden break between
1789. Trille Labarre is active at least from number 50 in the
Trille Labarre and Naderman between March/April and
located issues, probably from late 1789 to early 1790, and
August 1792. Could it be an expression of disappointment
he is the only arranger of all the guitar accompaniments in
on Trille Labarre’s part that Naderman didn’t print and
the located issues between number 62 and number 190.57
publish his method? Or, did Naderman disapprove of Trille
It is noteworthy that these accompaniments are clearly
Labarre’s flirting with a competing music publisher, Pierre
attributed to him. He obviously desired recognition for his
Leduc? Maybe Trille Labarre simply took his manuscript
work. Interspersed among all these songs are various small
for the method and handed it over to Leduc. In hindsight,
and simple solo guitar pieces, some of which also appear in
this would not have been a good idea considering Leduc’s
his Opuses 2 and 8 (see Figure 10).
upcoming financial problems in 1794.
The last known issue of the journal, no. 190, was
A connection between Trille Labarre and Pierre Leduc
probably published in late June or July 1791. Some of the
must have been established in 1789 or early 1790, when
latest datable issues I have located are accompaniments from
Trille Labarre started to supply guitar accompaniments to
Bruni’s opera Spinette et Marini, first performed in Paris
Leduc’s daily periodical Journal d’Airs Italiens et Français,
in June 1791. The bulk of the preserved music by Trille
avec accompt. de guitare.56 Unfortunately, we lack a precise
Labarre from 1788 to 1791 comprises adaptations and
dating or a complete set of Leduc’s journal. A starting
arrangements of other composers’ works. Overall, I have
point for dating is the first performance of the operas of
identified songs and solos by over 60 composers, mainly
56 The Journal d’airs italiens et français, avec accompt. de guitare was published daily

from c. 1789 according to Le gazetier revolutionnaire http://gazetier-revolutionnaire.
gazettes18e.fr/j89085 (consulted 2017-07-25). This periodical is not found in Imogen
Fellinger’s Periodica Musicalia (1789-1830), and it is not found in the preserved
catalogues of Pierre Leduc. Very few issues of the journal are to be found in the
collections of the Bibliothèque Nationale in France. The largest, but incomplete,
collections are in the Bibliothéque du Conservatoire in Brussels (B-Bc 8328), and
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in the Arenberg Foundation, both in Belgium. There is a short notice about it in
Anik Devriès, “Deux dynasties d’éditeurs et de musiciens: les Leduc,” Revue belge de
Musicologie / Belgisch Tijdschrift voor Muziekwetenschap 28/30 (1974–1976): 203.
57 Number 53 of the journal contains an accompaniment by him to a song from
Grétry’s opera Pierre Le Grand, first performed in January 1790 in Paris.

from France and Italy. The best–represented are Dalayrac,
Lemoyne and Grétry.

Barthélemy Trille Labarre in North America

Nothing is known of Trille Labarre’s whereabouts from
the second half of 1791 until he suddenly arrives in North
America in 1793. Approximately 25,000 exiles from France
arrived in North America, mostly during the peak migration
years 1789-93. The journey from Bordeaux to Boston
would take just over 40 days.58 Trille Labarre’s departure
may well have been prompted by the second Terror, which
started in the beginning of September 1793.
There are no signs of Trille Labarre’s ever intending to
return to his fatherland. His contacts with the Duchess of
Orléans and perhaps other members of the aristocracy could
have put his life at risk. Another good reason for his exile
(besides unpredictable outbreaks of la terreur) would have
been France’s anti-emigrant legislation dating from March
and September 1793.59 Many musicians exiled from France
or from the French colony of Saint-Domingue (Haiti)
moved to Boston. Nearly half of the musicians engaged
at the Federal Street Theatre in 1796-97 were of French
origin.60
The first sign of Trille Labarre’s presence in North
America is from the beginning of November 1793, when he
advertised in the Boston newspaper Massachusett’s Mercury:
M Trille Labarre, / Professor and Composer of Music, lately
from / PARIS / PROPOSES to instruct Ladie [sic] / And
Gentlemen on the Piano-Forte, / Spanish Guitar, Vocal Music
&c. M LA / BARRE, from his acquaintance with this / art,
which he has made his profession for / several years past, in
the largest capitals of Europe … N.B. - - M. LA BARRE
will / teach Vocal Music after the manner of Ital- / ian
schools. Apply at No. 23, Union-Street. / Boston, November
8, 1793.61

Our composer would have arrived in Boston shortly
before 8 November 1793, and would have wanted to
establish himself quickly. As a master now of both keyboard
and plucked instruments as well as voice, he evidently was
seeking adult students rather than beginners. Trille Labarre’s
first address was in the central part of Boston, not far from
58 R. Darrell Meadows, “Engineering Exile/Social Networks and the French Atlantic

Community, 1789-1809,” French Historical Studies 23, No. 1 (2000): 74.
59 Allan Potofsky, “The ‘Non-Aligned Status’ of French Emigrés and Refugees in
Philadelphia, 1793-1798,” Transatlantica 2 (2006): 1. http://transatlantica.revues.
org/1147 (consulted 2017-09-20).
60 Cynthia Adams Hoover, “Epilogue to Secular Music in Early Massachusetts,” Vol.
54, Music in Colonial Massachusetts 1630-1820: Music in Homes and in Churches.
https://www.colonialsociety.org/node/2040 (consulted 2017-07-01).
61 Massachusett’s Mercury, Vol II, issue 43 (Boston, 1793): 4. I’m indebted to Barbara
Owen, who sent me a copy of this advertisement.
62 Oscar George Theodore Sonneck, Early Opera in America (New York: Schirmer,
1915), 145.

the Green Dragon Tavern, also called Headquarters of the
American Revolution, at number 41 Union Street.
Trille Labarre is mentioned as a composer in records
from the Federal Street Theatre in March 1794. Oscar
Sonneck notes that “the Federal Street Theatre was owned
by the Jacobin element of Boston, the political friends of
France.”62 The theatre had opened in February 1794, which
is only four months after Trille Labarre’s arrival in Boston.
He may have taken part in the performances of operas at
the theatre from that date.
In August 1794 his first child, a boy named Ange
Barthelemi Auguste, was born and baptized in the Roman
Catholic Holy Cross parish in Boston.63 As described in
this record, Barthélemy Trille was a French citizen living
in Boston with his wife, Anne Adelaide Corbet. He must
have married her before coming to Boston; there are no
records of his marriage in that city. The godparents and
witnesses have French-sounding names. In September
1794, we find mention in Church records of Trille Labarre’s
wife, Anne Corbet, serving as a witness at the wedding of
Aphrodise Chatelain. Trille Labarre taught at “Mr. and Mrs.
LeChatelains” School in Newton, west of Boston.64 These
networks certainly were important for French immigrants as
they settled in the New World.

Trille Labarre in Newburyport

Trille Labarre’s presence from November 1794 until
February 1795 in Newburyport, north of Boston, is well
documented.65 Newburyport, with its 8000 inhabitants,
enjoyed a vibrant intellectual and cultural life. “There was
a concentration of remarkable people,” as a Newburyport
writer noted.66 The first known public concert by Trille
Labarre was advertised in November 1794, when he played
the pianoforte and not the guitar:
CONCERT / Mr. Trille Labarre, / Master of Music, from
Paris, and / late instructor of the Dutchess [sic] of Orleans;
/ Has the honor to inform the Ladies and / Gentlemen of
this town, that he will open a / CONCERT, on the PIANO
FORTE, on / Tuesday evening next at Union Hall – the /
following SONGS,
The Prise of the Bastile [Composed by Mr. Labarre]
A French Song, with variations
63 Boston, Roman Catholic Archdiocese of Boston, Archive, Holy Cross, Boston,

Baptisms, marriages and burials, 1789–1810, https://www.americanancestors.
org/databases/massachusetts-image-only-roman-catholic-archdiocese-of-bostonrecords-1789-1900/image?pageName=25&volumeId=42949, 25 (consulted 2018-0425).
64 Ibid., https://www.americanancestors.org/databases/massachusettsimage-only-roman-catholic-archdiocese-of-boston-records-1789-1900/
image?pageName=135&volumeId=42949, 135. (consulted 2018-04-25).
65 James M. Bariskill, “The Newburyport Theatre in the 18th Century,” The Essex
Institute Historical Collections, Vol. 91 (Salem, Massachusetts, 1955): 228-230.
66 John Phillips Marquand, Timothy Dexter Revisited (Boston, Toronto: Little and
Brown, 1960), 142-143.
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The March of the God of Love
One Concerto
Ma chère amie
Ça ira
And a great Variety of other Songs.
Tickets for Ladies and Gentlemen 1/6 – for Children 9
pence, to be sold at Blunt & / March’s Book-Store – Doors
open at 6 o’clock. / Newburyport, Nov. 1467

The song Ah! ça ira, ça ira is emblematic and became
recognized as an unofficial anthem of the French
revolutionaries. A performance of this song together
with La prise de la Bastille implies a sympathy with the
revolution in France. Trille Labarre reappeared in print in
Newburyport in late January 1795, when he proposed to
open a music school:
Mr. Trille Labarre, /
Professor and Composer of Music, and / instructor of the
Duchess of Orleans, /
Princess Liniski, Princess of Salmck, / and general instructor
of Music / to all the Princes and Princesses, who / were lovers
of Music at the courts /of the principal cities, where he has
/ travelled in Europe – / PROPOSES to open a / school
(agreeably to the re- / quest of a number of gentlemen and
la- / dies of this town) at his house – where / he will teach /
Vocal and instrumental MUSIC, / viz. Piano Fort, Spinnet,
Spanish and / English Guitar, Flute and Violin. / He will
open his school / on Monday next, from 10 in the/ morning
until 12, for the Ladies; and / from 6 to 8 in the evening
for the Gentlemen. He will also keep on Friday. / PRICE 6
dollars per Quarter – / 2 Dollars at entrance. / Those who are
desirous of taking / their Lessons at their own houses will /
pay 8 Dollars a Quarter, and 2 at / entrance. / Those persons
who are desirous of / Signing, may apply at Mr. MYCALL’S /
Printing-Office. / Newburyport, Jan. 20.69

This was the last time Trille Labarre associated himself
with the guitar in North America. Soon thereafter, in
February 1795, another concert was announced in
Newburyport, this time with sacred music and with Trille
Labarre playing the organ and directing the singers.70 The
singers may have been members of his music school. The
concert was reviewed in the Impartial Herald a couple of
67 Impartial Herald 14 November (Newburyport, 1794), 3.
68 David Charlton, “Introduction: exploring the Revolution,” Music and the French

Revolution, ed. by Malcolm Boyd (Cambridge: Cambridge University Press, 1992),
4-5.
69 Impartial Herald, 23 January (Newburyport, 1795), 3.
70 Ibid.
71 Ibid.
72 The Massachusetts Mercury, 24 July (Boston, 1795).
73 Roman catholic archdiocese of Boston, Archive, Holy Cross, Boston, Baptisms,
marriages and burials, 1789–1810, https://www.americanancestors.org/databases/
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days later.71 It was to be his last concert in Newburyport for
the following three years.
A small advertisement from July 1795 in The
Massachusetts Mercury gives a glimpse of Trille Labarre’s
private life and circumstances. He evidently lost his
snuffbox of gold in a tavern in Medford and requested
its return, promising a substantial reward.72 The snuffbox
indicates a certain social status, and his advertisements also
suggest that he was occasionally active in the vicinity of
Boston, visiting a tavern in Medford northwest of Boston
and sending announcements from Cambridge near Boston.
In January 1796 the Labarres’ second child,
Aphrodisius Edmond, was born.73 Later the same year, in
September, Trille Labarre was a witness to the marriage of
a Louis Dubois from Nantes, who may be identical with
Dubois, the violin player at the Federal Street Theatre.74
Next month, in October, he witnessed the baptism of a son
in the Chatelain family.75
The rest of Trille Labarre’s career was spent at the
Federal Street Theatre in Boston. His salary in March 1797,
at 16 dollars per week, was one of the highest. Here is a
sampling of what musicians at the Federal Street Theatre
were paid in 1796–1797:
Name
Mr. Anderson
Mr. Austin
Mr. Barbotheau
Mr. Louis Boullay
Mr. Brook[e]
Mr. Dubois
Mr. Henry L’Epousé
Mr. B. Glaan
Mr. Frederick Granger
Mr. Johann Gottlieb Graupner
Mr. Trille Labarre
Mr. Layerne
Mr. R. Leaumont
Mr. Francis Mallet
Mr. Muck
Mr. William Priest
Mr. Renaud
Mr. Rogers
Mr. Sçavoye
Mr. Johann G. C. Schetky
Mr. Stone

Instrument
clarinet
unknown
unknown
violin
unknown, violin?
violin and corps de ballet
unknown
piano?
violin, clarinet?
oboe
composer
unknown
conductor, violin
violin, keyboard
unknown
bassoon, trumpet?
violin and corps de ballet
violin and corps de ballet
unknown
cello, violin
flute, oboe

Weekly pay $
10
10
10
15
12
18
10
10
10
15?
16
10
14
10
12
12
12
10
14
10
10

The list shows many musicians of French origin.76
massachusetts-image-only-roman-catholic-archdiocese-of-boston-records-1789-1900/
image?pageName=45&volumeId=42949, 45 (consulted 2018-04-25).
74 Ibid., https://www.americanancestors.org/databases/massachusettsimage-only-roman-catholic-archdiocese-of-boston-records-1789-1900/
image?pageName=141&volumeId=42949, 141. (consulted 2018-04-25).
75 Ibid., https://www.americanancestors.org/databases/massachusettsimage-only-roman-catholic-archdiocese-of-boston-records-1789-1900/
image?pageName=47&volumeId=42949, 47 (consulted 2018-04-25).
76 Hoover, “Epilogue…,” https://www.colonialsociety.org/node/2040. (consulted
2017-07-29).

In June 1796 Trille Labarre was mentioned among
instrumentalists performing at a Mrs. Arnold’s concert in
Boston.77 He was noted again in November when he made
the orchestral accompaniments for Charles Dibdin’s comic
opera Lionel and Clarissa.78 A Grand Mass composed by
Trille Labarre was performed in a Roman Catholic Church
in Boston in November 1796.79 He furthermore made
orchestral accompaniments to Thomas Attwood’s comic
romance, The Prisoner, premiered in March 1797.80
Sonneck regarded Trille Labarre as a significant presence
in the world of early opera in America. Sonneck wrote that
“for the first time on the continent of America,” in 1797,
“Richard, Coeur de Lion, with all the original music, songs,
and choruses, composed by Gretry,” received an orchestral
accompaniment, “entirely new, . . . composed by Mons
Labarre.”81
Gretry's opera Richard Coeur de Lion, was first
performed in 1784 in France but after 126 performances
it was banned as “royalistic” in 1791.82 The opera was
premiered at the Federal Street Theatre in January, 1797.83
It was advertised in the Columbian Centinel.84 The reviews
of the performance were enthusiastic and, above all, praised
Trille Labarre and the scene painter Christian Gullager for
their efforts.85 During his stay at the Federal Street Theatre
Trille Labarre was house composer and arranger.86 Oddly
enough, there seem to be few traces of him in the archive
of the theatre. But his work in Boston was still remembered
many years after his death by Benjamin Carr, the noted
composer, singer, music teacher, and publisher, who in a
letter from 1821 to the music dealer and publisher John
Rowe Parker in Boston, preparing a music biography,
particularly mentioned Trille Labarre:
I would wish to add one who resided & died in Boston... a
frenchman by the name of LaBarr & from good authority
I have he was a most excellent & scientific musician and

77 Sonneck, Early Concert Life…, 304.
78 Oscar George Theodore Sonneck, A Bibliography of Early Secular American music

[18th Century]… Revised and enlarged by William Treat Upton (Washington: Library
of Congress, Music Division, 1945), 232.
79 Peter Levenworth, Musical Episodes from “Accounting for Taste : The Early American
Music Business and Secularization in Music Aesthetics, 1720-1825” http://www.
americanantiquarian.org/Seminars0708/leavenworth.pdf (consulted 2014-02-19).
Cited by Valois.
80 Sonneck, A Bibliography of Early Secular American music…, 348.
81 Sonneck, Early Opera in America, 214-215.
82 Francis Claudon, Dictionnaire de l’opéra-comique français (Bern: Peter Lang, 1995),
278-279.
83 Sonneck, A Bibliography of Early Secular American music…, 354. Alfred
Loewenberg, Annals of Opera 1597-1940, Third edition (Totowa N.J.: Rowman and
Littlefield; London: John Calder, 1978), col. 414.
84 Columbian Centinel Vol. XXVI, issue 40 (Boston, 25 January 1797), 3. I’m
indebted to Barbara Owen, who supplied me with a copy of this advertisement.
85 Columbian Centinel Whole No. 2121 – No. 41, of Vol. XXVI (Boston, 25 January
1797); quoted by Sonneck, Early Opera in America, 216. H. Earle Johnson, Musical
Interludes in Boston 1795-1830 (New York: Columbia University Press, 1943), 172.
86 Hoover, “Epilogue…,” https://www.colonialsociety.org/node/2040 (consulted
2017-07-29).

a scholar of Gretry - two matters I can give you from a
gentelman [sic] who knew him - in 1796 - when there were
two theaters open in Boston - the Bands of both joined &
on St Cecilias day [22 November] performed a grand Mass
of his in the Catholic church, which was a piece composition
- and in 1797 he composed the orchestra parts & superintended the getting up of the grand opera of Richard Coeur
de Lion composed by his master (Gretry) and this opera
was performed upon a grander scale & more perfect in all
its parts than perhaps any other musical performance in the
United States.87

The letter also suggests that Trille Labarre might have
studied with Grétry, but as with Haydn, there are no other
indications of that. We know that Grétry had students in
opera composition and that he lived in Paris after 1767,
enjoying a successful career as a composer of comic operas.

The final curtain

The Labarres’ last child, Theresa Clementina, was born
in November 1797, just over a month before her father
died (in Boston, 23 December 1797), at a mere 39 years of
age.88 He was buried on 26 December. The announcement
of his death appeared in several newspapers.89 In February
1798, soon after his death, The Federal Street Theatre
was destroyed in a fire, but it was rebuilt the same
year.90 A Latin Oratorio by Trille Labarre was performed
posthumously at a “Spiritual Concert” in May 1798 for
the benefit of another musician of French origin and a
workmate, François Mallet. The music in the concert was
primarily by Handel. Trille Labarre’s oratorio was performed
after a duet by Handel and as the last piece in the first act.91
Even if Trille Labarre seems to have been largely
unnoticed in his own time in France and in Europe, his

87 Levenworth, Musical Episodes http://www.americanantiquarian.org/Seminars0708/

leavenworth.pdf (consulted 2014-02-19). Cited by Valois. John Rowe Parker
was a merchant, music dealer, and publisher active in Boston. His collections are
now housed in the Sibley Music Library https://www.esm.rochester.edu/sibley/
specialcollections/findingaids/parker/ (consulted 2018-04-25).
88 Boston, Roman catholic archdiocese of Boston, Archive, Holy Cross, Boston,
Baptisms, marriages and burials, 1789–1810, https://www.americanancestors.
org/databases/massachusetts-image-only-roman-catholic-archdiocese-of-bostonrecords-1789-1900/image?pageName=61&volumeId=42949, 61; and https://
www.americanancestors.org/databases/massachusetts-image-only-roman-catholicarchdiocese-of-boston-records-1789-1900/image?pageName=179&volumeId=42949,
179 (consulted 2018-04-25).
89 Columbian Centinel Whole No. 1437 – No. 33, of Vol. XXVIII (Boston, 27
December 1797); Boston Gazette and Weekly Republican Journal No. 2256 (Boston, 8
January 1798). I’m grateful to Matanya Ophee, who supplied me with copies of these
notices. H. Earle Johnson, “The Musical Von Hagens,” The New England Quarterly 16
(1943): 112 (cited by Valois). Also mentioned in H. Earle Johnson, Musical Interludes
in Boston…, 159.. Oracle of the Day (Portsmouth, Rockingham, New Hampshire, 30
December 1797): 3, col. 5.
90 Richard Stoddard, “A Reconstruction of Charles Bulfinch’s First Federal Street
Theatre, Boston,” Winterthur Portfolio 6 (1970): 185-208.
91 Sonneck, A Bibliography of Early Secular American music…, 225.
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fame had spread to Russia. There is an interesting notice
in the Journal d’ariettes avec accompagnement de guittarre
… published in St. Petersburg in 1796. Concerning the
notation of the music, it reads:

The composer of the accompaniments to the tunes in this
journal has the honor of announcing to the Amateurs, both
Ladies and Gentlemen, that he will continue to notate them
in this new way invented by Mr. Trille Labarre, famous
Professor of the guitar, composer, and adopted by all the
good artists of this genre.92

There are few traces of him after his death, apart from
those already mentioned. His name appears in a guitar
manuscript of 1813, now in the Bibliothèque Nationale in
Paris.93 Another manuscript, in the library of Carpentras,
contains a pastorale attributed to him.94 An antiquarian
bookseller advertised in 1862 a Recueil de chansons galantes
in two manuscript volumes with some unspecified music by
him, but the present location of this recueil is not known.95
Trille Labarre is sometimes confused with composers
Théodore Labarre (1805-1870), Louis Julien Castels de la
Barre (1771-?), and the ballet master Claudius (Claude)
Labasse (1780-1830).
Barthélemy Trille Labarre’s guitar method provides a
magnificent conclusion to the five-course guitar era. No
earlier guitar method can match his detailed information
and instruction. The publishing of a method for the fivecourse guitar in the last decade of the 18th century indicates
that this type of guitar still was viable. In France the fivecourse or five-string guitar was, during the first decade
of the 19th century, used along with its six-string cousin,
mostly in the shape of the lyre-guitar. This is also evident
in the music for voice and guitar published during this
period.96 Trille Labarre is important in the development of a
modern notation for the guitar. His many accompaniments,
his solo pieces for the guitar, and his compositions for
keyboard and other instruments show a restless, intelligent,
and creative musical mind at work. It is a pity that we have
few large-scale guitar works by him.
A more detailed history of the guitar in France during
the second half of the 18th century and beginning of the
19th century is still to be written. The fact that it was

92 Journal d’ariettes avec accompagnement de guittarre No. II de I. Kaslovsky accompgt.

par A.F. Millet (St. Petersburg: Gerstenberg et Dittmar, 1796). Original text:
“L’Auteur des accompagnements des airs de ce journal, a l’honneur de prévenir les
Dames et Messieurs les Amateurs, qu’il continuera de les noter en cette nouvelle
manière inventée par Mr. Trille Labarre Professeur célèbre de Guitare, compositeur,
et adoptée par tous les bons artistes en ce genre.” Cited in Matanya Ophée, Essays on
Guitar History Compiled and Updated (Columbus: Editions Orphée, 2016), 173 and
431. Also noted in Stenstadvold, “The Evolution of Guitar Notation,” 19.
93 F-Pn Res VM Coirault-14 http://catalogue.bnf.fr/ark:/12148/cb45285469f#
(consulted 2017-07-26). I’m grateful to François-Pierre Goy who supplied me with
images from this manuscript.
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possible to produce, sell, and distribute a daily journal with
music for voice and guitar, Leduc’s and Trille Labarre’s
Journal d’Airs Italiens et Français…, in the early 1790s is
quite astonishing.
Few of Trille Labarre’s works were published or
performed after his death, and his method has not been
reproduced or edited since it was first published in the late
1790s. More information about him may be discovered
through a closer look at archives in France, Europe, and
North America, as there are still many gaps to be filled
in his biography. What happened in France during the
lifetime of Trille Labarre helped pave the way for the rapid
development of the guitar and its enormous popularity
during the first decades of the 19th century.

94 Catalogue général des manuscrits des bibliothèques publiques de France. Départements.

Carpentras. Tome XXXIV (Paris: Plon-Nourrit, 1901), 562.

95 Auguste Aubry, Bulletin des Bouquinistes, 5e année (Paris, 1862), 378.
96 Erik Stenstadvold discusses some of the dating problems and his conclusion is that

“the shift from a five-string to a six-string instrument mirrors a shift in the demand
of the ‘market’ or audience appearing around 1800. Somewhat simplified, that year
can be considered the turning point of this conversion in France.” Erik Stenstadvold,
“Communication,” Notes, Second Series, Vol. 58, No. 4 (2002): 960.

MUSIC
FEATURED FACSIMILE: Two Arrangements for Five-Course Guitar
from La Muse Lyrique (1787), the first by Trille Labarre
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BOOK REVIEWS
Jeffery, Brian.
España de la Guerra: The Spanish
Political and Military Songs of the
War in Spain, 1808 to 1814. London:
Tecla Editions, 2017. 417 pp.
(Available from www.tecla.com).

Brian Jeffery’s name is well
known to those with more than a
passing interest in the history of
the classical guitar. The Oxfordeducated Jeffery studied French
(language and literature) and
musicology, and has taught at universities on both sides
of the Atlantic. His early interest in both lute and guitar
led him to found a publishing company, Tecla Editions,
and to research and publish a pioneering biography of
Fernando Sor (1977, rev. 1994). This important study
was soon followed by a facsimile edition of Sor’s collected
works for guitar and, a few years later, a monumental set of
the works of Mauro Giuliani, also in facsimile, the largest
collection to date of the works of any guitarist—enormous
projects financed by resurrecting the old tradition of
advance subscriptions. Jeffery’s Tecla has an eclectic catalog,
including Beethoven’s piano sonatas in facsimiles of the first
editions, Dionisio Aguado’s influential New Guitar Method
of 1846 (in Jeffery’s English translation), some very good
anthologies of 19th-century vocal music with guitar and
Napoléon Coste’s voice/guitar arrangements of Schubert
Lieder, several Italian chamber music gems (especially some
charming works by Francesco Molino), and more. España
de la Guerra: The Spanish Political and Military Songs of
the War in Spain 1808 to 1814, the detailed (417-page)
monograph reviewed here, might seem to mark a surprising
new direction for Jeffery, but it actually reflects two of his
perennial interests—vocal music and the guitarist/composer
Fernando Sor. It is a highly original work but, in fact, it is
only peripherally about the guitar at all.
España de la Guerra is focused on the brutal Peninsular
War (1808-1813) and the patriotic music it inspired, some
fine examples of which were composed by Sor. Jeffery
weaves together the war, the music, and Sor’s experiences,
like three recurring themes in a symphonic movement. The
war was at once a civil war within Spain and a complicated
international struggle that pitted the French and their
Spanish supporters against Britain, Portugal, and the antiFrench Spaniards. The latter included tens of thousands of
irregular fighters in a bloody insurrection that gave us the
word “guerrilla” and inspired Goya’s Disasters of War prints.
The war featured many of the tactics that would dominate
warfare for the next century and so has become standard
curriculum at military academies throughout the world. Its
consequences extended far beyond the Iberian Peninsula
and Europe; Spain lost most of her vast colonial empire
(Bolívar’s liberation movement began in 1808).1

The war began with the French occupation of Spain
and overthrow of the Borbón monarchy. Fernando, the
heir to the Spanish throne, enjoyed a comfortable—albeit
enforced—exile in France and was himself none-too-eager
to return to Spain or to lead his people, but his supporters
in Spain were furious when Napoleon named his brother,
Joseph Bonaparte, to be Fernando’s replacement. The
Josefinos soon encountered fierce resistance, including urban
riots in Madrid (cf. Goya’s Dos / Tres de Mayo paintings) and
rural insurgencies throughout the countryside. After early
setbacks in 1808-09, the tide turned in favor of the French,
who occupied much of the country by 1810 (although
no part of the countryside was completely safe from the
guerrilleros). Eventually, the British intervention and the
destruction of Napoleon’s Grand Army in Russia in 1812
forced the over-extended and poorly reinforced French
forces to withdraw across the Pyrenees, and Fernando VII
was ultimately restored to the throne.
España de la Guerra is a detailed and comprehensive
study of the patriotic songs associated with the war (those
by Sor and many others). Some of the songs appeared in
printed editions in Spain or abroad, while others were
printed sheets of lyrics only, intended to be sung to popular
melodies (some now forgotten). Still others survive as rare
manuscripts scattered in collections across Europe from
Lisbon to The Hague. Many of the songs were sung by
crowds in public celebrations and became an essential part
of the Spanish resistance to the French; others were art
music performed in theaters, churches, or “quieter domestic
circumstances.” Jeffery’s running narrative of the progress of
the war serves to place the songs in their historic, political,
and military contexts; they are discussed primarily in
chronological order. He observes that “The songs fit into the
passionate literature of the time: into the rhetoric, the fiery
speeches, the theatre, the emotions of this romantic time,
for the romantic movement was well under way in Spain in
1808.”
Among the first and most famous of the patriotic songs
was “España de la guerra” (“Spain at War”), which provides
Jeffery’s book with its title. The song functioned as a sort
of rousing Spanish Marseillaise with (in the words of one
British officer) a “thrilling effect” on the crowds.2 Dating to
the first weeks of the war, “España de la guerra” sanctified
King Fernando and described the French invasion of that
year as a criminal attack on God and religion. Ironically,
the Borbón monarchy before 1808 had been profoundly
unpopular, its bureaucracy sclerotic, the minister Godoy
duplicitous and corrupt, and the army underpaid. The
Spanish nobility and clergy censored books or plays that
reflected the new ideas of the Enlightenment and were
horrified by the liberté and egalité of the French Revolution
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of the previous decade. Over the centuries the Church had
managed to accumulate 20% of all the arable land but
paid no taxes, intimidating its critics with the Inquisition
(abolished almost everywhere else in Europe). As in the
anti-French uprisings against the French in Italy in 179699, rural priests often led the bands of violent rebels who
fought to protect their traditional native oppressors from
those who, they feared, would be new, foreign ones.
The Peninsular War played a major role in the
career of Fernando Sor. As a young Spanish officer with
a good musical education, Sor managed to spend much
of his early military career composing and performing
during his various administrative assignments in Madrid,
Barcelona, and Málaga. After the French invasion in 1808,
Sor remained loyal to the Spanish Borbón monarchy
and received new military assignments in Andalucia.
He probably saw combat in 1808-9, but he also found
time to compose at least six anti-French patriotic songs,
several of which were widely published and performed. By
1809, King Joseph began to win over some supporters; he
patronized the theater, literature, and the arts, beautified the
capital, and lifted Godoy’s unpopular ban on bullfighting.
The Inquisition was abolished,3 and extensive bureaucratic
reforms were planned. There was also a growing disgust
with the excesses of the guerrilleros and the behavior of
the British troops in Spain, whose penchant for looting
matched that of the French. It became clear to many
Spaniards that King Joseph was an improvement over the
inept Borbóns, providing more opportunities and freedom.
The French overran Andalucia in 1810, and Sor was faced
with a decision. Like many others, including a number of
other Spanish officers (and the painter Goya!), he became
afrancesado; he switched his allegiance to King Joseph. As
his reward, he became a police commissioner in Jerez.
Jeffery identifies six patriotic songs that can be
confidently credited to Sor, all but one of which seem to
date to 1808-9. “Himno de la victoria [Venid vencedores]”
and “Los defensores de la patria [Vivir en cadenas],” both
with lyrics by the soldier-poet Juan Batista de Arriaza,
became the best-known songs of the war according to
Jeffery; there was even an English version of “Vivir en
cadenas” by Thomas Moore. Another song of 1808, recently
identified by Jeffery (the misplaced manuscript was located
by José Subirá in 1965), is “Corone de victoria,” scored for
four voices and orchestra.
Two of Sor’s compositions remained unpublished
until 1814, by which time Sor had emigrated to Paris.
One of these, “Marche patriotique espagnole [Marchemos,
marchemos],” (c. 1808-9) was scored for two tenors and
piano and is described by Jeffery as “absolutely splendid.”
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The other 1814 publication was “¿Adónde vas, Fernando
incauto?” [“Where are you going, incautious Fernando?]”4
Unlike his other songs, it has lyrics as well as music by
Sor, and the words provide poignant testimony regarding
the great turning point of the composer’s life and his
subsequent flight from Spain upon the fall of “King José.”
Its subtitle states that it describes the events in Spain from
the departure of Fernando VII [1808] to the end of 1811,
and that it was composed in 1812. Its twelve stanzas consist
of a revealing description of the composer’s personal crisis
of loyalty: at first regretting Fernando’s exile and rejoicing
in the early Spanish victories, then becoming disgusted with
the excesses of the insurrection committed in the name of
Fernando, and finally concluding that acceptance of the
new regime was a reasonable solution to save his country
from further destruction. The last stanza is a prayer that
Spain will be reunited and prosper once again.
Jeffery accepts that these words are sincere and heartfelt,
although I would note here that there is also an element of
self-interest. Sor fled from Spain in 1813, as Joseph’s regime
collapsed. He emigrated to Paris, still under Napoleon’s
rule. But 1813 proved disastrous to the Emperor, and by
mid-1814 Napoleon had abdicated; the French Bourbon
King Louis XVIII was effectively restored to power. In
other words, Sor had fled to a Paris ruled by Napoleon only
to find himself in a Paris ruled by Louis XVIII, the bitter
enemy of the Bonapartes. Sor apparently chose this moment
to publish two works: one he claimed he wrote in 1808 that
emphasized his role as a famous composer of patriotic proBorbón songs, and the other to assert that his collaboration
with Joseph’s regime had been reluctant, inspired only
by his desire to save his pátria. Fortunately for Sor, Louis
XVIII was reconciled to a peaceful restoration and abjured
vindictiveness. Jeffery is probably correct in accepting Sor’s
explanation; as far as we know, Sor never wrote songs that
favored the French in Spain. But Fernando VII was not so
forgiving; repeated requests for a pardon were ignored or
denied, and Sor was never permitted to return to Spain.
The sixth patriotic song by Sor, presented here by
Jeffery for the first time, is “La España cautiva y libertada,”
scored for soloist, chorus, and orchestra. This latter is, in
Jeffery’s estimation, “a masterpiece … on a level perhaps
with Goya in its creativity and passion.” It probably dates
to Sor’s time in Andalucia in 1809. Also dating from 1809
is Sor’s motet, “O salutaris hostia,” but it is not a patriotic
song and is therefore outside the purview of this book. So,
too, is the fact that Sor, who already had a reputation as a
guitarist by 1810, had apparently never found a Spanish
publisher for his guitar compositions. Printers were scarce
outside the great European capitals such as Paris or Vienna,

and the war could not have helped. Beginning in about
1810, however, Sor’s guitar music began to appear in
Paris in Salvador Castro de Gistau’s Journal de musique
étrangère—notably his earliest published guitar works,
including the Gran Solo, Op. 14, and the Sonata, Op. 15.
By 1811, he may have also been published in London.
So, by the time Sor arrived in exile in Paris in 1813, the
guitaromanie had already begun and he was somewhat of a
celebrity. His international career had begun.
As noted above, España de la Guerra is an unusual and
ambitious book that fits into no simple category. Most of it
consists of a catalog of about 160 extant songs from various
sources, along with original lyrics in Spanish, and (usually)
English translations, all presented chronologically in the
context of the events of the war. It is not a comprehensive
history of the war; the early months of the war generated a
great outburst of patriotic music and so get more attention
and detail than the last years. Where appropriate, Jeffery
provides insightful musicological or literary analysis. His
research—uncovering rare scores, multiple editions and
variants, library locations, etc.—is thorough and impressive.
The Appendices, Catalogues, Bibliography, and Index
occupy 134 pages.
The book is well written but, because it is dense with
information, it is not an easy read. Given its 400-plus
pages, my criticisms are relatively few: It would have been
helpful if more scores and musical examples were included
(apparently a separate edition of the songs is planned).
And Jeffery’s graceful translations are missed when they
are, here-and-there and somewhat randomly, not included.
The Index, less than five pages long, is limited to people
and places and so is unhelpful when trying to search for
an event, a song title or, e.g., some aspect of Sor’s life (he is
listed simply as “passim”). Jeffery suggests that readers can
search in more detail if they purchase the e-book version—a
not particularly satisfactory solution to anyone who already
paid for a printed copy.
Jeffery’s brief but thoughtful Conclusion suggests some
parallels with our own age; he points out that there was
often a “huge discrepancy between the message and the
actual facts” in the lyrics of the patriotic songs in Spain.
The nationalist uprisings occurring across Europe after
1806-7 were reactions to Napoleon’s Continental System,
but the wave of propaganda that emerged suddenly in
Spain in 1808 suggests that Fernando and/or his supporters
subsidized the deluge, possibly at considerable expense.
In other words, a 200-year-old version of “fake news” was
spread, meme-like, across the peninsula, striking precisely
those notes—pátria, rey, y religión—that reliably inspired
populist fear and anger, in a pattern that would be repeated
many times in the next centuries.
–Richard M. Long

1 The Peninsular War has also provided the dramatic setting for much popular
literature, including books by best-selling authors from Bernard Cornwell to Arturo
Pérez-Reverte, the ITV series Sharpe, and films such as The Pride and the Passion
(1957). The summation of the war in this review is mine, not a paraphrase of
Jeffery’s.
2 One anonymous song, “A las armas cored españoles,” contains lyrics that actually
paraphrase the Marseillaise. Jeffery managed to locate its music, previously assumed
to be lost.
3 Sor had an unpleasant confrontation with the Inquisition a few years earlier. See
Brian Jeffery, “Sor in Trouble with the Inquisition, 1803-1806,” Soundboard, Vol.
XXXVIII, No. 3 (2012): 15-19.
4 These four songs have been published in Fernando Sor, Music for Voice and
Guitar, ed. by Jan de Kloe and Matanya Ophee (Heidelberg: Chanterelle Verlag,
2005). Facsimiles of three of these—“Hymno de la Victoria,” “Los defensores de la
patria [Vivir en cadenas],” and “¿Adónde vas, Fernando incauto?”—were included
in Jeffery, Fernando Sor: Composer and Guitarist, 2nd ed., Tecla, pp. 14-21. The
latter two have been recently recorded on Fernando Sor: Songs for Voice and Guitar,
performed by Nerea Berraondo (mezzo) and Eva Beneke (guitar) (Naxos CD
8.573686, 2017).

Confalone, Nicoletta.
Un angelo senza paradiso: La chitarra alla ricerca di Schubert.
Bologna: Ut Orpheus Edizioni, 2017. 351 pp. (www.
utorpheus.com).

Nicoletta Confalone is a
guitarist and musicologist from
Rovigo who has written productively
about several early-19th-century
guitarists. In this book she tackles a
more celebrated composer from the
same period, Franz Schubert, whose
association with the guitar spanned
his tragically short life (1797-1828)
and captured the imaginations of
guitarists from his own era and
beyond.
The title, Un angelo senza paradiso …, refers to the
Italian version of Schubert’s Leise flehen meine Lieder, a
popular German musical film of 1933 about Schubert’s life.
It was but one of many novels and theatrical works that
appeared in the century after Schubert’s death. The brief
appearance of a guitar in the film (it is being pawned by the
penniless musician) symbolizes for Confalone its ambivalent
position in Schubert’s life and legend. It was, in effect, an
angel without paradise. Ironically, in a 1970 remake of the
film the instrument in the pawnshop is a violin.
In the first part of the book, “Schubert and the Guitar,”
Confalone provides an overview of Vienna’s Biedermeier
milieu, the guitar’s place within it, and the important
guitarists of the age such as Molitor, Matiegka, Call, Weber,
and Mauro Giuliani. In this context, she examines in detail
each of the works including guitar that are associated with
Schubert. The revival of the guitar as a concert instrument
in the 20th century was hindered by the dearth of repertory
from the Romantic and Late Romantic composers, so guitar
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aficionados were consequently eager to claim Schubert
as one of their own. Opposing them was the Austrian
musicologist Otto Erich Deutsch (1883-1967), who
loved Schubert and dedicated many years to cataloguing
his works. Deutsch held the guitar in low esteem and
believed that any association of the guitar with Schubert
detracted from the composer’s legacy. He rejected almost
any attribution of guitar music to Schubert (although he
couldn’t argue with the Cantata, which survived in a signed
and dated autograph manuscript). Deutsch even argued that
the guitar preserved in Vienna’s Schubertbund museum,
said to have belonged to Schubert, probably belonged
instead to one of the composer’s friends.
The first of Schubert’s works with guitar, and the
only one whose authenticity is completely uncontested,
was the sixteen-year-old prodigy’s little Cantata for three
male voices and guitar composed on the occasion of his
father’s Name Day in 1813. The second is the so-called
“Schubert Quartet,” which also survived in the form
of an autograph manuscript (signed and dated 1814).
The manuscript was “discovered” in 1918, attributed to
Schubert, and published as such in 1926. Guitarists (in
the decade in which Segovia was gaining fame promoting
the guitar as a legitimate concert instrument) greeted
the discovery with delight, while a few scholars, notably
Deutsch, argued that the Quartet was not authentic. In
1928, Deutsch wrote an article in the Oesterreichische
Gitarre-Zeitschrift, SchubertGabe, with the pointed title
“Schubert ohne Gitarre” (“Schubert Without the Guitar”),
making clear his disdain for the guitar and arguing that
Schubert should not be considered a guitar composer.
Deutsch’s suspicion was validated in 1931 when the Danish
guitar aficionado Frederik Birket-Smith came upon a copy
of Wenzeslaus Thomas Matiegka’s Nocturne, Op. 21, for
flute, viola, and guitar. The Nocturne, published in Vienna
in 1808, was clearly the basis for the Quartet manuscript
and had been published six years before the manuscript
was created. Schubert’s contribution, intended for a private
performance, had been to add a part for ’cello plus a few
other modifications. Nevertheless, the very existence of the
manuscript confirmed Schubert’s affection for the guitar,
and his quartet revision remains the most performed and
recorded version of the Matiegka Trio.
Of Schubert’s magnificent Lieder, at least 26 were
published with guitar accompaniments in the composer’s
lifetime, often by the same publisher as the versions with
piano (of which 130 were published in the same years).
Confalone examines the complex ongoing relationship
between Schubert and guitarist/publisher Anton Diabelli,
who may have added many of the guitar accompaniments
or paid others to do so. In his catalog of Schubert’s works,
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Deutsch deliberately omitted the guitar versions of the Leider
because, he argued, no autograph manuscripts were extant.
But Deutsch did not insist upon this criterion in the case of
some piano accompaniments, and the “Schubert Quartet”
that he rejected out of hand had, in fact, been an autograph
manuscript.
In confronting the complex issue of the Schubert Lieder
with guitar, Confalone cites Thomas Heck’s 1977 article
(Soundboard, Vol. IV, No. 2 [May, 1977], also published in
il Fronimo, No. 25 [1978]), which examined many of the
methodological and stylistic issues and concluded on that
basis that Schubert was probably not responsible for the
inferior guitar versions. But the likelihood that other people
had provided the alternative accompaniments in no way
justified Deutsch’s conviction that Schubert had nothing
to do with them. For one thing, the composer’s continuing
(albeit difficult) relationship with the publisher suggests he
had authorized or consented to their publication. Also, there
is contemporaneous testimony that Schubert kept a guitar
by his bed and probably composed upon it (as did other
composers, including Weber, Paganini, and Berlioz), so the
guitar may well have played some undetermined role in the
creation of the Lieder. In any case, the contemporaneous
guitar accompaniments, while inferior to the piano versions,
were intended for a specific market and do not preclude
better arrangements from being made in our own times.
Today there are in print dozens of modern arrangements
with guitar accompaniments based on the piano versions,
including complete song cycles; the German guitarist Tilman
Hoppstock alone has arranged and published no fewer than
110 Lieder (Darmstadt: Prim Musikverlag, 2009).
Confalone next discusses the five quartets for male
voices that were published with both guitar and piano
accompaniments in 1822-23. The title pages of the first
editions seem to attribute both the guitar and piano
accompaniments to Schubert. Predictably, Deutsch disagreed,
arguing that in the absence of any accompaniments in the
original manuscripts, the piano parts are all “dubious;” the
very-similar guitar parts, on the other hand, he characterized
as “spurious.” Ultimately, he is probably correct once again;
stylistically, both the guitar and the piano accompaniments
appear to be redundant additions to these a capella quartets.
One interesting detail was noted by Steven Mattingly in
his 2007 dissertation, Franz Schubert’s Chamber Music with
Guitar. An extant manuscript variant of D. 598a does
contain a guitar part, a fact that Deutsch either overlooked or
suppressed.
The discussion of Schubert’s works with guitar concludes
with a mention of the 36 Original Tänze, Op. 9, first
published in 1821 in a version for piano solo, which was
followed, a year later, by an arrangement of ten of them for

flute or violin with guitar. Both the piano composition and
the arrangement with guitar were typical of the hundreds
of Ländler and waltzes that filled contemporaneous music
catalogs, so there is little to indicate that Schubert made
the guitar arrangement, but nothing about the music to
suggest he could not have done so. Confalone also discusses
the 1824 Sonata for piano and arpeggione, D. 821,
commissioned by the cellist/guitarist Vincenz Schuster to be
performed on his newly invented hybrid instrument—a sort
of six-string ’cello with frets, tuned like a guitar and played
with a bow. Schubert’s arpeggione part falls naturally on the
guitar and suggests that he would have been comfortable
composing solo guitar music. But there is no surviving
evidence that he ever chose to do so.
The remainder of Confalone’s work, under the heading
“The Guitar and Schubert,” examines Schubert’s musical
legacy through the remainder of the 19th century and
into the 1930s, and its continuing influence on guitarists.
The composer’s reputation grew posthumously and spread
to Paris, where Chopin and Liszt played his piano music,
and his Lieder entered the repertory of the celebrated
tenor Adolphe Nourrit and his pupil Wartel. Richault and
others published some Lieder in the 1830s, many of them
translated into French by the pseudonymous Bélanger,
whose identity remains a mystery. (Confalone notes that the
lyrics to Coste’s guitar song Le petit ange rose were written
by a certain Pélan d’Angers—almost an oronym of Bélanger
and equally unknown. Brian Jeffery, in his 2011 edition of
Coste’s guitar arrangements of Schubert Lieder, plausibly
suggests the translator may have been the poet Pierre-Jean
de Béranger.)
Coste’s rival Mertz also arranged some Schubert Lieder,
notably the six Schubert’sche Lieder for guitar solo (1845),
and still others were arranged for the Russian seven-stringed
guitar by Nikolai Aleksandrov in 1865. At the end of the
19th century the Spaniard Francisco Tárrega arranged many
beloved piano solos for guitar, and a few of these were by
Schubert. Confalone also points out that the Viennese
composer Ferdinand Rebay used Schubert’s themes in
several compositions, and the Mexican composer Manuel
Ponce wrote his Sonata romántica in homage to Schubert
“qui aimait la guitare” on the hundredth anniversary of
Schubert’s death, in the midst of the 1920s when the
controversy over Schubert’s authorship of several works was
at its peak.
This review has been a mere outline of the richly
detailed pages of Confalone’s original and fascinating
book. The metaphor of the angel not quite in paradise
is a successful device flowing gracefully through the
narrative. Her research is thorough and meticulous, and

even the sometimes lengthy footnotes contribute nuance
and perspective while being a pleasure to read. The
book’s subtitle, “the guitar on a quest for Schubert,” is
an intriguing way of suggesting that the guitar somehow
wanted or needed a relationship with this remarkable, shortlived genius.
–Richard M. Long
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New Chamber Music
with Guitar—The Aleph
Gitarrenquartett, Gubaidulina,
and Plucking

In some corners of the classical music world,
composers have been undertaking a radical exploration
of timbre (or tone color) in recent years. This exploratory
drive is often associated with the spectralist movement,
which understands timbre and harmony as two ends of a
continuum, defined by the harmonic spectrum of overtones
present within a sound. The movement began to emerge
in the 1970s, centered in France (around the ensemble
L’Itinéraire and its founding composers, Gérard Grisey
and Tristan Murail) and in Germany (among composers
influenced by the Darmstadt school, notably Georg
Friedrich Haas). To fully exploit the musical resources
revealed by spectralism, composers seek to squeeze all
potential tone colors out of their instrument(s), whether by
“normal” or “extended” techniques. In order to maximize
the palette of available colors, these composers typically
paint on a grand scale of sound, writing for large chamber
ensemble or orchestra (as in seminal works such as Grisey’s
Les espaces acoustiques or Haas’ in vain). However, the
guitar, with its uniquely broad palette of shadings within
normal tone, combined with ample opportunities for juryrigging to create more exotic sounds, also seems naturally
attractive to artists working from this viewpoint, as aptly
demonstrated by Murail’s Tellur for solo guitar. In many
cases, recent composers influenced by spectralism are
interested in the guitar not for its solo capabilities but for
its distinctive contribution of color to a larger ensemble.
The resulting chamber music including one or more guitars
represents a major injection of new sounds and ideas into
the guitar ensemble repertoire.
One of the leading exponents of this music in
recent years has been the ensemble known as the Aleph
Gitarrenquartett. While their eponymous Volume 1 album
(NEOS 11208, 2012) introduced works by some of the
most prominent German composers on the leading edge of
this movement, such as Haas and Beat Furrer, their Volume
2 album (NEOS 11710, 2017) features lesser-known names
but no less fascinating music, with works by contemporary
German and Spanish composers. The works on this disc
take the listener on a revelatory journey through a series
of sonic landscapes far off the beaten path, built up like
watercolors out of layers of harmonics, pizzicato, and
scraping sounds. At times, the guitarists deploy implements
such as plectrums and glass slides to extract an even wider
range of timbres from the instruments. Nicolaus A. Huber’s
Die entkommene Orpheus (The Escaped Orpheus) goes even

40

Soundboard Scholar No. 4

guitarfoundation.org

further and also requires a glasses case, “spitting object,”
“sensitive plaster,” and an actual metronome ticking along
as accompaniment.
The album continues with Alberto Hortigüela’s Die
Sprache ist die Strafe (Language is the Punishment), a
Kafkaesque exploration of precisely executed, almost
mechanical textures (the detailed liner notes confirm that
the composer indeed had in mind the intricate torture
apparatus from Kafka’s In the Penal Colony). Irene Galindo
Quero’s Ziffer h Hut (Figure h Hat) disrupts the structure of
the instrument with “prepared guitars” having what sound
like paper clips hooked around the strings and “mobile
bridges” facilitating string bends on the “wrong” side of
the fret. Mathias Spahlinger’s entfernte ergänzung (remote
completion) moves towards dispensing with the fretboard
altogether, as the guitarists explore indeterminately pitched
notes with glass slides or playing in the extreme high
register.
Another recent project from the Aleph Quartet is a
haunting reimagination of Schubert’s Winterreise song-cycle
by Bernhard Lang, part of his Monadologies series, entitled
The Cold Trip (Kairos 0015018, 2017). Lang has not only
translated the texts of all the Schubert songs into English
but also chopped up both words and music into small
bits which he loops repeatedly in a manner influenced by
American minimalism (particularly the tape loop pieces
of John Cage or Steve Reich). Each song in Lang’s version
is clearly derived from its source, yet is distorted in a way
that seems to enhance the sinister undertones of the cycle.
The project is divided into two parts: The first dozen songs
are sung by Sarah Maria Sun, accompanied by the Aleph
Quartet on two classical guitars, a steel-string acoustic
guitar, and an acoustic bass, while the second dozen are
sung by Juliet Fraser, accompanied by a fantastic concoction
of electronic sounds performed by Mark Knoop on laptop
and keyboard.
Like much of the Aleph Quartet’s other repertoire,
Lang’s work makes frequent use of microtonal tunings,
harmonics, pizzicato, and unconventional playing
techniques to conjure remarkable sonorities out of the
ensemble. The repetitive nature of the melodies and
harmonies is helpful in giving the listener time to process
and savor these surprises. Soprano Sun delivers a powerful
and haunting performance with great emotional range, and
the audio is mixed so that both voice and guitars are always
clearly heard, despite the enormous dynamic contrasts
involved. Both Aleph releases are nothing like the standard
guitar quartet fare, but listeners hungry for something more
will find much to ruminate on here.
Another important voice in the German classical-music
scene, arriving by way of Russia, is Sofia Gubaidulina. Born
in 1931 in what was then the Tatar Republic within the

Soviet Union, she built a successful career as a composer in
Russia before moving to Germany after the disintegration
of the Soviet Union. Her music often juxtaposes diverse
and contrasting blocks of material, whether Eastern versus
Western elements, serenity versus activity, or consonance
versus dissonance, and these qualities are evident in the two
masterful large-scale chamber works on the recent Naxos
release, Sofia Gubaidulina: Complete Guitar Works (Naxos
8.573379, 2015), by guitarist David Tanenbaum and his
colleagues at the San Francisco Conservatory and San
Francisco Symphony.
Gubaidulina pursues the same overall textural strategy
in both works: Repentance for three guitars, cello, and
double bass, and Sotto Voce for two guitars, viola, and
double bass. The presence of the bass in particular, playing
both pizzicato and arco, allows Gubaidulina both to deepen
the sonorities of the plucked instruments and to create a
dialogue with the higher bowed instrument. Both works are
driven along by the contrast, even conflict, between areas
of dense and noisy micropolyphony, chorale-like major and
minor triads, and insistent repetition of single notes. In the
composer’s words (quoted in the liner notes), “The constant
endeavour to penetrate the mysterious consonance in the
guitar’s chords of harmonics is forever proving itself to be
fruitless. And thus we always have to return to the darker
shades.”
Gubaidulina also takes full advantage of the color
palette afforded by this ensemble, demanding all sorts of
plucked, strummed, bowed, and scraped sounds. At times,
the guitarists get the delicious opportunity to improvise
freely with bottleneck slides, drinking glasses, or a bizarre
apparatus consisting of a rubber ball attached to a spring
made of piano wire (in case several attempts are required
to construct said apparatus, this author is relieved to be
able to report that a bag of suitable balls can be obtained
inexpensively on the internet). Gubaidulina’s notation for
these passages leaves some ambiguity in the rhythmic and
textural relationship of the instruments, and Tanenbaum
and his all-star collaborators realize a clear and decisive
interpretation, though by no means the only possible one.
Guitarists interested in chamber music with string
players beyond the standard violin/guitar or cello/guitar
duos will find these Gubaidulina works to be a refreshing
and satisfying project. The two shorter solo works on
the disc, Serenade and Toccata, date from much earlier in
Gubaidulina’s career and are much more akin to traditional
guitar idioms and textures, with a hint of Spanish flavor
present particularly in Serenade. Incredibly, Toccata had
never been recorded prior to this album and certainly
deserves to be heard more often.
Finally, an idiosyncratic American addition to the
category of music for plucked instruments in the broad

sense, aptly titled Plucking (MicroFest Records MF9, 2017)
comes from the Just Strings collective, one of the many
projects of versatile guitarist John Schneider. True to their
name, the existence of strings is just about the only thing
the instruments heard on this disc have in common: besides
guitar (a custom microtonal design with individual fretlets),
we also hear double bass, harp, harpsichord, kora, koto,
oud, sitar, and tar (a Persian version of the sitar). Following
on their recent album of works by Lou Harrison and John
Luther Adams (MicroFest Records MF7, 2015), this disc
is devoted to the music of Tom Johnson, an American
composer notorious for works which are conceptually
simple yet maddeningly complex to perform, such as The
Four Note Opera, The Chord Catalogue, and Narayana’s Cows.
The disc opens with selections from Johnson’s
Rational Melodies, so-called because they are generated
from mathematical processes, unfolding like a geometric
fractal, with each part a miniature replica of the whole.
Like many of Johnson’s works, the Melodies do not specify
their instrumentation, but the Just Strings collective
fills in the proliferation of musical shapes with an equal
diversity of timbres, performing each melody on a plucked
instrument from a different culture. They further play up
the “rational” aspect of the music by setting each melody in
a just-intonation or integer-ratio tuning, which highlights
the distinctive aspects of its scalar construction. The result
is a highly engaging listening experience, as the ear is
immediately aware of the presence of a self-generating logic
which somehow always remains submerged just beneath the
music’s surface, eluding attempts to grasp its details in real
time.
The largest work on the disc in both length and
instrumentation is Plucking, in which the nine different
plucked instruments form nine different colors in a huge
mosaic that unfolds gradually over stretches of several
minutes at a time. Once again, the relationships between
the instruments are mathematically governed, as Johnson
explores all possible color combinations within a small
germ of musical material. The effect of these slowly and
inexorably shifting patterns is never boring, but fascinating
and kaleidoscopic, akin to the works of minimalist
composers such as Steve Reich and John Adams. The rich
and noisy sound palette of the guitar and its multicultural
cousins gives Johnson’s work a deeply human authenticity
and individuality. The disc concludes with two works for
bass, Doublings for Double Bass and the self-referential
Failing: a very difficult piece for solo bass, realized quite
successfully (or, as the case may be, failingly) by bassist Tom
Peters and worth a listen by guitarists as well, as a lesson on
multitasking—not to mention the music itself!
As guitarists, we are fortunate to enjoy a wide range of
potential collaborations with instruments plucked, bowed,
guitarfoundation.org Soundboard Scholar No. 4
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struck, or sung. (Developing a substantial repertoire for
guitar and wind instruments is still a work in progress, but
adventurous composers are exploring that as well.) These
collaborations afford us an avenue into many potential
audiences with whom we can share our work. Furthermore,
the insights we gain from working with musicians of
different sorts can also enrich how we make music in our
own milieu, among fellow guitarists. It is my hope that the
recent works heard on these recordings will stimulate both
performers and composers of the guitar world to perceive
our instrument in a new light and enjoy even more of its
magnificent wealth of tones and timbres.
–Nathan Cornelius

CD Review:

Alfabeto falso: Vallerotondo, Simone,
with I Bassifondi.
Arcana A435, 2017. 1 CD.
Everything Old, New Again
Simone Vallerotondo, the Italian theorbist and Baroque
guitar specialist, is so persuaded of the need to present
solo guitar and lute music in ensemble performance that
he created the ensemble I Bassifondi expressly for that
purpose. The result is a new CD entitled Alfabeto falso,
in reference to the dissonant chords included by early
Baroque guitarists in their collections of strummed guitar
solos and accompaniments. This style took first Italy,
then northern Europe, by storm in the early-to-mid 17th
century. He argues his case convincingly from documentary
and iconographic evidence in the well-written notes to the
album, which also include a bibliography of sources and an
interview with Baroque violinist Enrico Onofri on the topic
of bringing fresh performance approaches to audiences.
But the real proof is in the playing, and here, with the help
of Gabriele Miracle on percussion and Josep Maria Marti
Duran on the bass colascione (a long-necked folk lute of
Middle Eastern origin), Vallerotondo’s treatment succeeds
admirably, allowing these pieces to trade their antiquarian
charm for a gritty and compelling immediacy that reaches
across the centuries and feels as new as tomorrow.
The CD includes music for the strummed Baroque
guitar by dominant figures like Foscarini, Santiago
de Murcia, and Corbetta, as well as the lesser-known
Carbonchi, Valdambrini, and Bartolotti. Foscarini opens
the disc with three pieces. Toccata detta l’innamorata is
a short prelude, played in a very free, dramatic style.
Gagliarda Francese is a rowdy, rollicking dance with lively
cross-rhythms, and makes a good contrast to the first.
Vallerotonda’s rasgueado in the outer sections seems the
equal of any flamenco player, and his punteado solo in
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the middle verse is equally fiery. Passacaglio per la O is a
moderate, minor-key dance in sarabande rhythm.
The Italian guitarist Corbetta did more than anyone to
establish the Baroque guitar in French court circles. Like
Carbonchi, Bartolotti, and Valdambrini, Corbetta’s more
extended harmonic palette caused him to put aside the
alfabeto falso notation and write out his dissonant chords
note-by-note. His Passacaglia per la X is presented solo, with
no accompanying bass or percussion.
Carbonchi was particularly experimental as a guitar
composer, publishing a series of 32 pieces for an ensemble
of 12 guitars, all tuned differently. His Scaramanzie
(superstitions in Italian) is a hard-driving, rhythmically
furious piece with a distinctively melodic bassline. A
flexible approach to the piece provides space for a guitar
solo, followed by a percussion solo, before the colascione
shepherds the players to a satisfying finish. Bartolotti was
another innovator; he published a cycle of passacaglie in his
first book in all major and minor keys, more than 80 years
before Bach's Well-Tempered Clavier. The Passacalia per la
D on this recording is from his second book. It builds to
a compelling climax with mode mixture and syncopation.
At the very end of the piece, in perhaps the most daring
gesture on the album, a single altered chord bridges the
tonality of Bartolotti’s Passacaglia with the one by Corbetta
that follows, connecting them into a single, two-part
statement. For me the effect was unconvincing, but I salute
the artists’ courage.
Valdambrini’s Capona is from his collection of 1646.
Based on a short, repeating harmonic pattern, it begins with
a highly syncopated and very tonal chord progression that
would not sound out of place in a late-20th-century pop
song.
Though he is not known to have travelled there himself,
Santiago de Murcia’s music is in large part known through
New World sources, including two manuscripts discovered
in Mexico and one in Chile. Folias Gallegas is a setting of a
Galician folk dance, not the more common folias ground
bass we are accustomed to. Cumbées is a light dance with a
fluctuating meter like that of the canarios. Los Impossibles
is accompanied, improbably but effectively, by a wooden
xylophone.
Not all of the music comes from alfabeto sources. The
well-known German-Italian lute virtuoso and composer
Kapsberger is represented by five tracks, more than any
other composer. Connections to popular culture are,
if anything, even more prominent here. Sfessania is a
passacaglia which has been linked by Nino Pirotta to the
commedia dell’arte, and the version here plays up the edgy
street-music feel. The following track, Passacaglia, seems to
be a pastiche of the five thematically-related passacaglie in

Kapsberger’s Libro IV. Kapsberger, the piece to which the
composer gave his own name, is a rhythmically angular
dance based on six statements of a ground bass saturated
with hemiola. Miracle’s tambourine plays a mischievous
role, sometimes corroborating the notated barlines and
sometimes the audible hemiola. I was reminded of a French
Courante that ran away from home to live on the streets of
Naples. Corrente VII is a smoothly-flowing composition of
modest proportions, but it contains a distinctive descending
chromatic motive that strangely echoes a cadential cliché
in Dixieland jazz. Colascione is a widely recorded work that
evokes the character of the instrument it is named after.
Harmonizing its melodic material in fifths and octaves,
in apparent portrayal of a contemporary folk practice, it
evokes the “power chords” of rock guitarists in the 1960s.
The presence of an actual colascione in the texture makes
the folk flavor more real, and the presence of this piece on
the record reminds us of the overlap between the worlds of
popular and art music, an overlap fluently navigated by the
guitar and its cousins.
The lutenist Piccinini claimed to have invented the
archlute and objected strenuously to the practice of calling
it a liuto attiorbato. He is represented here by three theorbo
pieces of his own: an extended Toccata cromatica, followed
by Partite sopra l’aria francese detta l’alemanna and Corrente
VI sopra l’alemanna. The first is a dreamlike prelude paired
with a brief fugue; the second two are based on the French
tune Une jeune fillette.
Alfabeto falso is a highly successful re-imagining of
Baroque guitar performance, informed—but not limited
—by solid historical scholarship. It might not appeal to
purists, but open-minded listeners will find it compelling
and fresh.
–Ellwood Colahan

CD Review:

François Campion: Music for Baroque
Guitar. Hofstötter, Bernhard.
Brilliant Classics 95275, 2017. 1 CD.
Campion as Seldom Heard
Bernhard Hofstötter’s CD, François Campion: Music for
Baroque Guitar joins a select company of recordings devoted
to Campion’s music performed on the Baroque guitar. This
is not the 16th-century English lutenist Thomas Campion,
by the way, but rather the late 17th- and early 18th-century
guitarist, theorist, and theorist sometimes viewed as the heir
apparent to Robert de Visée. The previous recordings of
the five-course Baroque guitar concentrating on Campion’s
music are Michel Amoric’s Nouvelles découvertes sur la

guitare (Arion ARN 38750, 1984) and Eric Bellocq’s
François Campion: a Portrait (Frame 244, 2003).
Campion’s Nouvelles découvertes sur la guitarre [sic] of
1705 was the last major French publication for the fivecourse Baroque instrument. In it he explores dance forms
in loosely structured suites corresponding to different
scordatura tunings as well as standard tuning. Hofstötter’s
recording focuses on Campion’s own personal copy of
his collection, into which the composer continued to
copy numerous new compositions throughout his life.
His nephew presented the volume to the royal library on
the composer’s death in 1747, and it now resides in the
Bibliothèque Nationale, Paris. It is the pieces Campion
added later that form the focus of this recording.
Hofstötter’s approach is characterized by relative
stylistic purity and fidelity to Campion’s text. There is
nothing experimental here, but his excellent command
of the instrument and the style brings the pieces to life,
while still evoking the “otherness” of a long-vanished
musical culture. He deploys ornamentation liberally, with
an ease and grace that embellish the written notes without
obscuring them. He uses inégales generously and with
sophistication: His rhythms are neither dotted nor triplet,
just … unequal. He plays often with a more pronounced
rubato than one is accustomed to hear in Baroque music,
but why not? Music as darkly emotive as this would seem to
call for all the tools at the player’s command.
Next to the styles heard on the two recordings
mentioned earlier, Hofstötter’s playing is more sustained
and legato. Unlike Amoric, he mixes punteado and rasgueado
textures more fluidly. He also solves the tuning challenges
of the instrument, with its double courses tuned in
unisons and octaves, more successfully. Amoric’s texture is
sometimes more transparent with regard to voice-leading,
however. Hofstötter’s recording almost suffers from
excessive resonance, with an especially full, dark timbre,
which sometimes sacrifices clarity. Bellocq’s recording
is also sustained and legato, but a little less resonant
than Hofstötter’s. Bellocq plays with a more percussive
attack and uses a more aggressive rhythmic approach; his
instrument emphasizes the treble side more, all of which
might be appropriate for this repertoire. However I found
myself convinced by the rich, smooth, and dark sound
world created by Hofstötter. He himself, in the notes to
the recording, gives much of the credit to his instrument, a
restored Baroque guitar dating back to around 1640, even
older than the music he is playing.
The added pieces in the Campion copy of Nouvelles
découvertes tend to be more abstract, and are in many cases
significantly more extended and developed than the pieces
printed in the book. The longest is a Passacaille, which
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runs for almost ten minutes. This piece is a good example
of how the composer continued to rework his pieces even
after he had copied them into the book: He scratched out
some passages and added new ones, letting them spill onto
other pages of the book wherever there was room, and then
renumbered the variations to change the order in which
they would be played.
Next to the Passacaille, the two longest pieces are the
fugue on track 10, over six minutes long, and another
on track 12, almost five minutes in length. In the first,
Campion’s writing goes up to the twelfth fret (marked “n” in
the tablature, and the highest fret available on Hofstötter’s
instrument) as he takes his time exploring a greater variety
of tonalities than was customary on the Baroque guitar. In
the second, he notates a subject entry at the climax of the
piece completely in natural harmonics—the first known
notation of this technique.
A peculiarity of the Baroque guitar, in certain reentrant tunings like the ones here, is the ability to use the
fifth course for treble notes co-equally with the first and
second. In track 9, La somptueuse, bars 6 and 7 of the B
section present a melodic motive on the fifth course and
immediately echo it at the same pitch on the first course.
The two courses have different timbres, so the effect is
one of an antiphonal dialogue, even though it is all taking
place on one instrument. Here we see how truly idiomatic
Baroque guitar music can often be when played on the
instrument for which it was written, and why transcriptions
for modern guitar must always be considered arrangements.
Track 11, Les Ramages, may be the moment when
Hofstötter takes his greatest liberties with Campion’s text.
The piece is in two repeated sections, notated throughout
in 12/8, but with the added instruction that it should be
“arpeggiated continuously.” Hofstötter plays the A section
without alteration the first time, but begins arpeggiating
on the repeat, and keeps it up until the end of the piece.
His arpeggiation, however, changes the meter to 4/4 with
steady 16th-note motion. What is more, he ends the B
section partway through, repeats it, and then plays the last
part as a coda. I note these modifications not as a criticism,
but rather as an illustration of the artist’s commitment to
creating a musical statement he can fully stand behind. This
kind of commitment flows through the entire recording,
and makes for challenging yet satisfying listening.
Bernhard Hofstötter’s François Campion: Music for
Baroque Guitar is masterfully played and well-recorded.
It offers a sound world and a repertoire we hear only too
rarely. It is packaged in an attractive jewel case with a wellwritten and informative booklet. It is a welcome addition
to the limited discography for this instrument and this
composer.
—Ellwood Colahan
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CD Review:

Ma Guiterre je te chante: 16th Century
Guitar Solos and Chansons. Nelson,
Jocelyn & Amy Bartram.
Nelson 5637610050, 2010. 1 CD.
A Four-Course Bouquet of Renaissance Love Songs
Jocelyn Nelson and Amy Bartram’s Ma Guiterre je te
chante: 16th Century Guitar Solos and Chansons is a wellconceived and executed testament to the vitality of 16thcentury repertoire for the four-course “Renaissance” guitar,
both as a solo instrument and as an accompaniment to the
voice. The four-course instrument was especially cultivated
in France. The disc is attractively packaged in a gatefoldstyle case with an informative booklet of scholarly notes and
song texts (so that’s how you pronounce bransle); it focuses
on pieces anthologized by two Parisian music publishers,
Guillaume de Morlaye and Adrian Le Roy. It also includes
one piece from a Lyonnaise source by Simon Gorlier, and
another vocal arrangement by a non-Parisian publisher, to
be discussed presently.
Nine of the tracks are vocal works arranged with guitar
accompaniment, and the remainder are instrumental tracks.
This is really a guitar CD with a generous sample of pieces
for voice, or if one prefers, a jewel-like bouquet of vocal
works—all on themes of romantic love—placed in a lush
and varied setting of instrumental greenery.
The selection of repertoire is quite varied, including
refined and sophisticated chansons (Tant que vivray and J’ay
le rebours) next to simple, strophic songs with humorous
or even nonsense texts (Au jour au jour au jour and Margot
labourez les vignes). The instrumental pieces include dances
like galliards and pavanes, along with more abstract forms
like canons and fantasias. As for accompaniment practice,
Nelson’s notes concisely summarize the ambiguities
confronting the modern performer who would take account
of historical evidence, even to the point of footnotes
for those who wish to explore the issue further. She and
Bartram have carefully considered their options for each
piece, and chosen an approach that seems contextually
appropriate in each case.
Bartram’s voice is well-suited to this material: light but
strong, agile and clear. Her French is modified to encompass
certain archaic pronunciations, such as avoit or soit,
distancing the language of the songs just enough. Nelson’s
execution on the guitar is facile and articulate. She is
equally comfortable supporting Bartram’s voice or executing
virtuosic passagework, as for example in the fantasies by Le
Roy.
The vocal composer most represented is Jacques
Arcadelt, a major Renaissance figure and something of a
musical chameleon. Probably born in Flanders, Arcadelt

rose early to prominence and spent his youthful maturity in
Italy, where he was an influential early madrigalist. Later in
life he returned north and settled in Paris, where he made
his mark on the chanson. Si ce n’est amour qu’est-ce is a lighthearted love song with a clever lyric full of verbal paradoxes.
Arcadelt’s setting is tuneful in a flowing 9/8 meter, and
Nelson carefully crafts the accompaniment to support the
arc of the song. Que te sert amy d’estre ainsi shows another,
more refined side of Renaissance composition. This song is
a setting of a text by the aristocratic poet Mellin de SaintGellais, as is the next piece by Arcadelt, Dieu inconstant. All
the works by Arcadelt presented here are arrangements for
guitar and voice by Le Roy of polyphonic vocal originals.
Dieu inconstant, a mournful song of disappointed love,
especially shows Le Roy’s skill as an arranger. The guitar
accompaniment is completely original and not just an
intabulation of the lower parts of the chanson (although it
does exploit the more active voice-leading of the last line).
To my ear, it approaches the contrapuntal richness of John
Dowland’s lute song accompaniments. The duo might have
felt the same way, because they chose to separate the first
and second strophes of the song with a purely instrumental
statement of the accompaniment. The last song by Arcadelt
on this recording is Margot labourez les vignes. Howard
Goodall believes the lyric of this piece tells a humorous
story whose meaning is lost in time; others have said it
challenges the idea that love and marriage are limited by
social class. The polyphonic original is often performed at a
quick tempo, lending it the character of a “patter song” and
accentuating the humorous character. The performance here
is gentler, with an air of innocence and sincerity.
Although Le Roy shines as an arranger, he is represented
as a composer by two songs: Une m’avoit promis and Mes
pas semez. The first is a rather long, strophic pavane. The
performers introduce more or less instrumental and vocal
ornamentation in different verses, and also vary a distinctive
metric elision at the end of each verse. The second is a
mournful chanson based on the folias ground bass pattern in
a slow triple meter with a prominent hemiola in the third
couplet of each verse. Here Bartram performs the first verse
a cappella, after which Nelson enters with block chords for
the second verse, then performs the published contrapuntal
accompaniment for the third verse, and accompanies the
last verse with a rasgueado texture, building to a dramatic
finish. Another song on the CD, J’ay le rebours, is credited
to Le Roy but is almost certainly his arrangement of a
polyphonic work originally by Pierre Certon.
A brief song by Laurent Bonard, Au jour au jour au
jour, shows a large-scale metric alternation between duple
and triple organization of the kind that is seldom credited
to 16th-century music. The text tells a humorous tale of a
wife’s dalliance in the face of her husband’s shortcomings.

The jewel of the recording is the last track, Claudin de
Sermisy’s Tant que vivray, transcribed by both Attaingnant
and Bianchini for lute and by Fuenllana for solo vihuela.
Jocelyn Nelson has created her own convincing version for
four-course guitar and solo voice. As a noble and soaring
anthem of fidelity to romantic love, it is a fitting and
inspiring close to this recording, reaching out across the
centuries to touch our hearts and fire them anew. With this
setting, Nelson may fairly claim her place alongside Le Roy,
Attaingnant, and other notable guitarist exponents of the
chanson.
–Ellwood Colahan

AV Review:

Men, Women and Guitars in Romantic England.
Six-lecture video series (2014-2015) hosted at the
Gresham College website,
<https://www.gresham.ac.uk/series/men-women-andguitars-in-romantic-england/>.
The Eyre Guitar
At first glance, a detailed examination into the
conditions of the governess class in early 19th-century
England might seem like it has little to do with
understanding the guitar. Yet medievalist and scholar of
the guitar Christopher Page patiently lays out an array of
evidence to show that it is, in fact, central to a number of
themes connected to the guitar in this period: its intimate
performance context, its role as a tool of striving, its
overwhelming identification with women. This is just one
of a number of vivid socio-historical perceptions he offers
in the course of his six-part lecture series, Men, Women and
Guitars in Romantic England.
These lectures, each about 45 minutes long, are
engagingly delivered and sprinkled with musical
performances on period instruments and voice by
accomplished artists. Although there is more lecture than
recital (the music makes up something less than one-third
of each video), the musical interludes both illustrate the
speaker’s points and return us at regular intervals to the
sounds inspiring Dr. Page’s scholarship in the first place.
The first lecture, The “Romantic” Guitar, introduces the
general topic and raises the themes that will be examined in
the other five. Here Page outlines what he portrays as the
early 19th-century English craze for the guitar. He notes,
for instance, that twice as many self-teaching methods were
published in London during the period than in supposedly
more musical Vienna. He proposes that, while “symptoms
of musical Romanticism” came late to the instrument’s
repertoire, its culture was Romantic on a much deeper and
more symbolic level.
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Lecture 2, Being a Guitarist in the Time of Byron and
Shelley, begins with an imagined re-creation of Fernando
Sor’s first concert before British royalty in 1815, and goes
on to analyze the social and technical adversity faced
by professional and amateur guitarists alike, from the
constant breaking of strings to the expectation that every
instrument should stay in tune like a piano. He discusses
the “immigrant” character of the guitar in England, which
made it the object of both suspicion and fascination, and
examines how its soft, intimate voice stood in opposition to
the canonization of large, emphatic orchestral and operatic
works that were then becoming fashionable.
Lecture 3, The Guitar, the Steamship and the Picnic,
places the guitar in the context of the contemporary
enthusiasm among the leisure class for out-of-doors
excursions. Picnicking was essentially a Romantic invention,
and the suitability of the guitar as an accessory burnished
its Romantic credentials. The same activity was also, often
as not, called a “Gypsy party,” and the presence of a guitar
was a standard exoticizing ingredient in the recipe. We are
also introduced to the modern, yet medieval-tinged, “harplutes” that competed with the guitar for the attention of
picnickers, highlighting the association between the culture
of picnicking and the Romantic worship of nature and
fascination with olden times.
Lecture 4, The Guitar and the Romantic Vision of the
Medieval World, is particularly full of evocative images.
Dr. Page discusses at length the constructed idea of the
Middle Ages and how it evolved as a Jungian shadow
of enlightenment rationality, becoming a vessel into
which the Romantics could pour their longing for a life
elevating feeling over knowing and doing. He shows
us the idea of accompanied song portrayed in terms of
Medieval minstrelsy, along with an array of bewilderingly
anachronistic portrayals of the guitar as a medieval
instrument, especially in Spanish hands: a “transhistorical
property of an eternal Spain.”
In Lecture 5, Harmony in the Lowest Home: The Guitar
and the Laboring Poor, Page develops the theme of the guitar
as the embodiment of an entirely different construct: the
“March of Intellect,” or the idea of teleologically certain
social progress. We see the inexpensive, beginner-friendly
guitar in the hands of the English industrial working class
as a way of striving after self-improvement. We also see the
same image cruelly caricatured in publications aimed at
wealthier parts of society. Page painstakingly traces evidence
regarding the price of guitars and sketches the landscape of
music publishing for amateurs of limited income. While
the guitar allowed the leisure class to play at minstrelsy and
Gypsy wandering, to the working class it was affordable
yet had associations of gentility. As the same author writes
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elsewhere, in his respected monograph The Guitar in Tudor
England: A Social and Musical History, “Unlike the lute, the
guitar has never been dependably gentle in the Elizabethan
sense of possessing an assured lineage or a right to respect.
Its allure arose from the competing attractions of the decent
and the disreputable, the simple and the sophisticated.”
Finally, in Lecture 6, The Guitar and the Fair Sex,
Page pays homage to that other, most oppressed group
in early industrial England, women of all classes. He uses
pictorial evidence, newspaper advertisements, and essays on
feminine comportment to show how young women were
encouraged to take up the guitar as a tool of seduction, and
after marriage as a means of whiling away the empty hours
at home when their husbands were absent, fulfilling their
destiny in the world of deeds. He shows the recurrence of
the guitar in association with the Romantic literary theme
of the abandoned woman. He also delves deeply in this
lecture into the situation of young women advertising their
services as governesses, striving to succeed in a competitive
employment market by offering ability with the guitar
among the accomplishments they were prepared to teach.
His painstaking approach to research shines brightly here,
as he quantifies the evidence of advertisements in a way that
allows us to trace the popularity of the guitar in measurable
terms. At the same time, his focus on the human aspect
of the story takes him into the “lived experience” of these
“sisters of Jane Eyre,” to the extent that the evidence allows
us to discover it behind the ideal they were pressured to
conform to.
Page is at his best in the last three lectures, dealing
first with the intense Romantic imaginary of the Middle
Ages, and then with the role of the guitar in mitigating
the Dickensian misery of the urban poor and the social
isolation of women. The themes in these lectures spill over
into the others, with the welcome effect of weaving them
together into a unified whole.
Prof. Page’s musicological tour de force is all the more
impressive for being delivered hard on the heels of his
publication of The Guitar in Tudor England. It shares
with that monograph a careful analytical approach in the
service of an intensely human and imaginative rendering
of its subject. His procedure is generally to offer an
unexpected text, whether a fashion print, a passage from
a novel, a newspaper advertisement, or even an actual
instrument, and methodically unpack a surprising array
of explicit and implicit messages that broaden and deepen
our understanding of the guitar and what it meant to the
England of the Romantic poets.
This England was also the England of the industrial
revolution, and Page places the two in stark and
illuminating contrast. He argues eloquently that the

guitar stood for an exoticised “other”: archaic, generally
Mediterranean, and more specifically Spanish. This other
was preindustrial, languid, warm, and suitable for midnight
serenading; or at least it seemed so to the half-frozen,
rain-soaked English warming themselves by sooty coal fires
to the background clamor of factories and railroads. It is
hardly surprising that the quiet little instrument came to
embody so many different longings.
Over and over, Page supports his arguments with
evidence in the form of engravings, quotes from essays
and stories, prefaces to editions of music, contemporary
concert reviews, and newspaper advertisements. It might
seem that such a rigorous adherence to evidence would
lead to a pedantic presentation, but Page’s lectures are
anything but boring. His delivery is engaging and dramatic,
and he vividly communicates his love of his subject both
verbally and nonverbally. Examination of the downloadable
transcripts shows that in places he has embellished his
published text with extensive interpolations; in others he
skips over parts of it entirely, or rearranges parts to suit an
apparently revised plan of progression. Yet his delivery of
the prepared remarks is so engaging, that a listener is at a
loss to distinguish the moments when he departs from them
to speak extemporaneously.
Dr. Page is especially entertaining when quoting from
a period text, which gives him an opportunity to portray
the voices of different players in the social conversation. In
one example from Lecture 5, he quotes testimony from an
official report on law and order, alternating between the
condescending tone of an examining official and the blunt,
direct speech of a working-class coffee shop proprietor. In
another from Lecture 6, he quotes a published review of
an 1827 guitar method, slipping smoothly from his own
voice into the pompous voice of the reviewer, then into
the earnest voice of the author as quoted by the reviewer,

then back again. This kind of performance, applied to
Page’s already fascinating material, makes for a compelling
experience.
The videography of these lectures is professional but
unobtrusive, the principal variety being furnished by cutting
to images from handouts supplied to the audience. The
audio quality is good; we can occasionally detect the sound
engineer adjusting settings as Dr. Page introduces the next
musical interlude, showing attention to optimally recording
both the musical and the spoken content.
Dr. Page and Gresham College deserve our gratitude
for making this valuable material available in the form it is,
a freely accessible multimedia package. At another time, or
under a different publisher, this content might have been
packaged as a costly DVD set.
For those concerned about the ephemeral nature of
Web content, the videos are downloadable, making it
easy to add them to one’s personal collection. We hope,
however, that they will be available long into the future on
Gresham’s website, with the transcripts, handouts, and artist
biographies that accompany them.
One reviewer of The Guitar in Tudor England allowed
himself to hope that Dr. Page would soon take up where
he left off and write The Guitar in Stuart England. Dr. Page
decided instead to skip a couple of centuries, and gave us
Men, Women and Guitars in Romantic England. Whether he
next turns his attention forward to the Victorian period, or
back to the time of the Stuarts, the world of the guitar will
be the richer for it.
–Ellwood Colahan
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